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MAPPEMONDE : THREE POEMS OF DENISE LEVERTOV 
f o r unaccompanied c h o i r S.A.T.B. w i t h s o l i and d i v i s i 
(Autumn 1987) 
Denise L e v e r t o v i s n o t a b l e among contemporary poets f o r her 
c o n s t a n t concern w i t h t h e beauty o f language, n o t o n l y i n terms 
o f meaning, b u t a l s o i n i t s p h o n e t i c q u a l i t i e s : . T h i s i s e v i d e n t 
even i n her more p o l e m i c a l work, b u t i t i s a l l t h e more app a r e n t 
i n 'Oblique P r a y e r s ' ( 1 9 8 4 ) , where, a l t h o u g h awareness o f w o r d l y 
s t r i f e s t i l l t i n g e s t h e mood, i t i s t h e e t e r n a l b e a u t i e s and 
t r a n s i e n t j o y s o f t h e n a t u r a l w o r l d which dominate. P a r t o f t h e 
book was devoted t o t r a n s l a t i o n s o f s i m i l a r l y - m i n d e d , a l m o s t 
F r a n c i s Jammes-like poems by t h e French p o e t , Jean J o u b e r t . 
T h i s sense o f a new d e p a r t u r e by t h e p o e t , i n v o l v i n g such 
f r e s h n e s s and immediacy o f e x p r e s s i o n i n t h e poems, had a b e a r i n g 
on t h e c h o i c e o f these t e x t s a t t h e t i m e . Having p r e v i o u s l y 
completed a number o f works which d e a l t s y s t e m a t i c a l l y w i t h 
p i t c h , mode and r h y t h m i c p r o c e d u r e s , one sought a new r e a l m o f 
e x p r e s s i o n where i t was hoped such e x p e r i m e n t a t i o n , subsumed, 
m i g h t bear a more m u s i c a l l y r e w a r d i n g f r u i t . A t such t i m e s one 
o f t e n t u r n s t o a t e x t , and t h e d i s c i p l i n e d l y r i c i s m o f 'Oblique 
P r a y e r s ' proved i n v i t i n g . I n t h e e v e n t , any s y s t e m a t i c approach 
was as much suspended as subsumed, b u t t h e s e t t i n g s may be seen, 
r e t r o s p e c t i v e l y , as t e n t a t i v e l y p o i n t i n g t h e way f o r w a r d t o 
f e a t u r e s , and systems, i m p o r t a n t i n l a t e r works. 
Mappemonde 
A v a s t and empty N o r t h American landscape i s seen f r o m a booming, 
d r o n i n g a e r o p l a n e : t h e mood i s a t once dreamy and e x a l t e d . I t i s 
as i f t h e t r a v e l l e r has j u s t awoken t o see, u n e x p e c t e d l y , t h i s 
u n s p o i l e d t e r r a i n ( a n o t h e r , n o t u n r e l a t e d poem i s c a l l e d 
'The E a r t h l y P a r a d i s e ' ) . I t seems s u i t a b l e , perhaps, t h a t t h e 
m u s i c a l procedure s h o u l d emerge fr o m t h e vague and nebulous t o 
something more s t r u c t u r e d . 
The form o f t h e poem i s e s s e n t i a l t o i t s s e t t i n g . One c o n c i s e 
s t a n z a i s f o l l o w e d by a n o t h e r , which r e p e a t s i t s s t r u c t u r e , 
b e f o r e blossoming i n t o a f r e e r l i n e {'a j e t - v a p o r g a r l a n d . . . ' ) . 
The s t a n z a i c background remains d i s c e r n i b l e t h r o u g h t o a n o t h e r 
expansive f l o w e r i n g a t '0 Geography...',and t h e r e i s a sense o f 
r e c a p i t u l a t i o n a t t h e f i n a l stanza,.('Mumbulla Mountain,') 
r e c a l l i n g t h e opening i n mood and rhythm. 
At f i r s t t h e m u s i c a l language i s f r e e . Major t h i r d c h o r d s , 
b l u r r e d by f a l s e r e l a t i o n s , move i n a manner s u g g e s t i v e o f 
i n v e r s i o n a l p r o c e d u r e s , b u t t h e t r u e c e n t r e remains e l u s i v e . The 
e f f e c t , however, i s c l e a r l y s u g g e s t i v e o f more s y s t e m a t i c motions 
t o come, and t r i a d s r e l e v a n t t o t h i s l a t e r o r d e r appear. 
(V. Ex.1 on n e x t p a g e ) . 
But a t t h i s stage i t i s t h e o v e r a l l s t a n z a i c - s t r o p h i c form t h a t 
b i n d s t h e sense o f t h e music, w i t h t h e r e s t a t e m e n t o f t h e opening 
music f o r t h e second sta n z a ( ' A t l a s . . . . ' ) and a p a r a l l e l 
e xpansion o f m e l o d i c l i n e . 
The new o r d e r , as i t were r e - d r a w i n g t h e harmony w i t h a r u l e r , 
b e g ins a t f i g . 2 ( ' S t i l l a u d i b l e . . . ' ) . Here t h e t w e l v e p i t c h 
c l a s s e s o f t h e c h r o m a t i c s c a l e a r e expressed as two hexachords, 
( t h e f i r s t o f t h e s e h a v i n g been ' d i s c o v e r e d ' by t h e p r e v i o u s 
m u s i c ) , t h e d i v i s i o n o f t h e s c a l e b e i n g a l m o s t b u t n o t e x a c t l y 
s y m m e t r i c a l (v.Ex.2 on n e x t p a g e ) . 
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The c h a i n o f harmonies c r e a t e d by a s y s t e m a t i c t r a n s p o s i t i o n o f 
each hexachord (Ex. 2a) p r o v i d e s t h e m u s i c a l b a s i s f o r t h e more 
extended s e c t i o n up t o 'O Geography' v i z . f i g . 2 t o f i g . 3 . The 
t r i a d s a r e expressed i n d i f f e r i n g ways, w i t h a d e l i b e r a t e c h o r d a l 
m o t i o n f o r ' S t i f f l y r e v o l v i n g . . . ' a n d f o r 'Decades p i l e up...' and 
t h e f r e e r melody a s s e r t i n g i t s e l f over a s i m i l a r , b u t more 
l i n e a r l y - t r e a t e d t e x t u r e a t 'The g l o b e o f t h e w o r l d . . . ' I t w i l l be 
seen t h a t t h e p o e t i c l i n e s c o r r e s p o n d f r e e l y t o t h e c h a i n o f 
h e x a c h o r d a l t r a n s p o s i t i o n s , e n t e r i n g t h e regime as t h e y come. The 
s t r i c t n e s s m e l t s away a t t h e apostrophe o f '0 Geography' where 
th e f r e e r m e l o d i c element i s a s s o c i a t e d w i t h a f r e e r harmonic 
p a l e t t e . T h i s music, i s r e c a l l e d , m e l o d i c a l l y d i r e c t l y 
t r a n s p o s e d , b u t w i t h i n a new harmonic e n v i r o n m e n t , towards t h e 
end o f t h e ' r e c a p i t u l a t i o n ' ( f i g . 5; "0 World, you grow 
v a s t e r . . . ' ) (The accompanimental f i g u r a t i o n remains s i m i l a r . ) 
The r e c a p i t u l a t o r y opening a t f i g . 4 ('Mumbulla Mountain'...) w i l l 
be seen t o r e c a l l t h e f i r s t phase o f t h e p i e c e m e l o d i c a l l y , w h i l e 
r e c a p i t u l a t i n g t h e c h a i n o f chords as i n Ex.2. ( T h i s o ccurs from 
'Low and r o u n d ' ) . A f t e r a few l i n k s o f t h e c h a i n , however, t h e 
sequence r e t u r n s upon i t s e l f t o r e g a i n t h e f i r s t o f t h e s e 
hexachords (Ex.3) b e f o r e t h e l a s t apostrophe ('World...') a l r e a d y 
mentioned. Chords r e l a t e d t o t h e same hexachord, s l i p p i n g away 
from t h e i r t r u e c e n t r e , f l o a t f r e e l y i n t o space a t t h e end. 
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E c l a t du c i e l / B r i l l i a n t Sky 
Here, t h e L e v e r t o v t e x t i s an E n g l i s h r e n d e r i n g o f t h e French 
poem by Jean J o u b e r t . 
My o r i g i n a l i n t e n t i o n was t o s e t o n l y t h e E n g l i s h , b u t , seduced 
by t h e r h e t o r i c a l q u a l i t y o f b o t h v e r s i o n s o f t h e opening l i n e , I 
a l l o w e d t h e French t o creep i n , even t h i n k i n g a t one stage o f 
s w i t c h i n g f r o m French t o E n g l i s h r a t h e r as an i n t e r p r e t e r 'voices 
over' a f o r e i g n speaker on BBC b r o a d c a s t s . 
A 'macaronic' s e t t i n g , u s i n g b o t h v e r s i o n s o f t h e t e x t i n t h e i r 
e n t i r e t y , was t h e f i n a l r e s u l t . The two languages a r e i n t e r -
l e a v e d , b r o a d l y a l t e r n a t i n g between s o l o s and t h e i n t e r p o l a t i o n s 
o f o t h e r p a r t s . 
As i n Mappemonde, b u t more p e r s i s t e n t l y , t h e s t r o p h i c f o r m makes 
i t s e l f f e l t . Once a g a i n , t h e t w e l v e p i t c h c l a s s e s a r e p r e s e n t e d 
i n terms o f hexachord-based modes, b u t w i t h t h e major d i f f e r e n c e 
t h a t t h i s t i m e t h e i r use i s l i n e a r : i n s t e a d o f f o r m i n g v e r t i c a l 
a g g r e g a t e s , t h e nodes a r e spread t h r o u g h t i m e t o c r e a t e modal 
zones o f t h e i r own. The s t r o p h i c element i s spread across these 
changing q u a s i - k e y areas. 
m 
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Ex.4 shows t h a t t h e i m p l i c i t symmetry o f t h e modes i s 
i n t e r r u p t e d , a l l o w i n g d i f f e r e n t l e n g t h s o f sequence. The s c a l e 
(0 1 4 5 8 9) i s t h e same t h a t , much l a t e r , forms t h e p i t c h - b a s i s 
o f t h e ' c e l l o and p i a n o work, Promontoires, though t h e r e t h e mode 
i s used h a r m o n i c a l l y (and c o m b i n a t o r i a l l y t o produce a n i n e - n o t e 
harmony). Here, t h e language i s f r e e w i t h t h e l i n e a r l y - e x p r e s s e d 
p i t c h e s as a t o n a l r e f e r e n c e p o i n t . 
W i t h r e g a r d t o t h e opening i t w i l l be seen t h a t t h e s u c c e s s i v e 
e n t r i e s o f t h e p a r t s u n f o l d a l l t w e l v e p i t c h c l a s s e s between 
them, t h e l a s t a r r i v a l , A sharp/B f l a t , b e i n g saved f o r t h e 
h e i g h t o f t h e phrase: a f t e r t h i s , a f r e e r , k e y - o r i e n t a t e d harmony 
i s a l l o w e d . (The c l i m a c t i c r e f r a i n s b e f o r e f i g s . 1 , 2 , 3 , 3 a and 6 
a r e , however, governed by more o r l e s s s t r i c t i n v e r s i o n about e", 
and i n v e r s i o n on a l o o s e r b a s i s i s used elsewhere.) 
The e n t r i e s a t f i g s . 1,2 & 3 a l l f o l l o w e s s e n t i a l l y t h e same 
p a t t e r n as t h e ope n i n g , namely, t h a t o f s o l o v o i c e o r v o i c e s 
f a n n i n g o u t i n t o a f u l l t e x t u r e w i t h a sense o f c h o r a l r e f r a i n , 
(which v a r i e s i n i t s degree o f c l i m a x , t h e g r e a t e s t b e i n g b e f o r e 
f i g . 4 and b e f o r e f i g . 6 ) . A t f i g . 4 , a s i m i l a r p a t t e r n a p p l i e s b u t 
i n a u g m e n t a t i o n , f u l l y accompanied by an i n e r t t e x t u r e , c r e a t i n g 
a new mood. The moment o f t h e t e n o r ' s e n t r y here corresponds 
almost e x a c t l y t o t h e Golden S e c t i o n o f t h e movement. I t cannot 
be remembered t h a t t h i s was i n t e n t i o n a l , b u t t h e resemblance t o 
f i g . 3 o f t h e n e x t poem,'Of Being', a l s o subdued b e f o r e a c l i m a x , 
and a l s o a G.S. p o i n t , i s s t r i k i n g . F i g . 5 corresponds t o 3a, 
where t h e mel o d i c phase a s s o c i a t e d w i t h t h e s o l i i s t a k e n up 
t u t t i . 
One key area o t h e r t h a n t h e t o n i c i s f a v o u r e d i w i t h r e p e t i t i o n . 
Fig.2 remains on F as i n f i g . 1 t o match t h e poem's r e p e t i t i o n o f 
phrase ('As i f i t w e r e . . . ' ) : t h e melody, however, i s 
expanded.(Ex.4b).The i n i t i a l , C sharp zone a l s o g a i n s a 
reappearance f o r a f i n a l , t r u n c a t e d s o l o s t a t e m e n t . 
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Of Being 
The poem i s a b r i e f e x p r e s s i o n o f p a n t h e i s t i c j o y , i t s s e t t i n g 
u s i n g t h e words r e p e t i t i v e l y and m e l i s m a t i c a l l y , i n a moto 
perpetuo e f f e c t , a b r e a t h l e s s scramble above which t h e s o l o 
soprano l i n e etches peaks o f e x p r e s s i o n . 
W i t h r e g a r d t o outward f o r m , i t i s n o t so much a stan z a s t r u c t u r e 
w i t h i n t h e t e x t as i t s extreme c o n c i s e n e s s , suspended i n t i m e , 
t h a t i n v i t e s m u s i c a l r e c u r r e n c e and r e p e t i t i o n a lmost i n t h e 
manner o f a rondo. T h i s p r e s e n t e d i t s e l f i n an e a r l y d r a f t , i n 




The t e m p t a t i o n t o make t h e s l i g h t a l t e r a t i o n needed t o conform t o 
t h e p r o p o r t i o n s o f t h e Golden S e c t i o n was n o t t o be r e s i s t e d 
(Ex.Sa). 
10 
I n v e r s i o n and canon a r e l i n k e d i n t h e r e l a t i o n s h i p between upper 
and lower p a r t s . The t e n o r m i r r o r s t h e a l t o about C, b u t a t a 
d i s t a n c e o f 12 b a r s . (Ex.6) (There i s an e l i s i o n o f t h e t r u e 
t e n o r a t m . l 3 ) . The bass m i r r o r s t h e soprano s i m i l a r l y , and t h i s 
p a i r i n g proves t h e more f a i t h f u l , c a r r y i n g t h r o u g h e x a c t l y 
( e x c e p t i n g some s l i g h t changes w i t h i n t h e b a r ) up t o a few bars 
b e f o r e f i g . 3 . Meanwhile t h e i n n e r p a r t s have changed t h e i r degree 
o f d i s t a n c e : a t 5 bars a f t e r f i g . l a , t h e t e n o r o m i t s 2 bar s o f 
i t s p u t a t i v e ' l i t e r a l ' answer ( E x . 6 a ) , t h e n o m i t s 5 bars more ( t o 
be 5 bars b e h i n d a t f i g . 2 ) and adds one e x t r a bar t o emerge j u s t 
6 bars b e h i n d t h e a l t o a t 6 bars a f t e r f i g . 2 . (Ex. 6 b ) . T h i s 
d i s c o v e r s ( a t 6 bars a f t e r f i g . 2) a moment o f q u a s i - m i r r o r 
i n v e r s i o n and has t h e e f f e c t o f s t a b i l i s i n g t h e a l t o / t e n o r 
r e l a t i o n s h i p and a l l o w i n g t h e bass t o s t a n d o u t i n a s t r o n g e r 
harmonic r o l e . 
Some o f t h e bass' minor a l t e r a t i o n s t o i t s ' r e a l ' answer are 
towards a s i m i l a r end, such as t h e p o i n t i n g o f t o n a l d i r e c t i o n by 
o m i t t i n g n o t e s , c i r c a f i g . l (Ex. 6 c ) . 
T 
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I n v e r s i o n i s a l s o used w i t h i n a g i v e n l i n e , eg. i n t h e soprano 
from 7 b a r s b e f o r e f i g . 3 . 
H a r m o n i c a l l y , t h e p i e c e i s f u r t h e r i n f l u e n c e d by t h e g e n e r a l 
a p p l i c a t i o n o f i n v e r s i o n about c'. The opening b a r s b r o a d l y 
suggest a whole-tone p r o f i l e ( c ' r i s i n g t o a' f l a t ) d o v e t a i l i n g 
i n t o a c h r o m a t i c e x t e n s i o n t o c" and beyond. The l i t e r a l 
i n v e r s i o n about c' s u p p l i e s most o f t h e complementary p i t c h e s , 
c r e a t i n g a f i x e d s c a l e , f a n n i n g o u t from c', w i t h c e n t r a l 




The s i g n i f i c a n t A f l a t , f i r s t g i v e n emphasis by t h e e n t r y o f t h e 
f r e e l y - w r i t t e n s o l o p a r t , by i n v e r s i o n a l i m p l i c a t i o n , appears as 
E i n t h e bass ( f i g . l a ) : t h u s t h e t o n a l i t y i s l e d fr o m C t o E. 
Fig.2 i s a r e t u r n t o C, and t h e music i s once a g a i n d i v e r t e d 
towards E. 
Canon and moto p e r p e t u o are b o t h suspended f o r t h e Golden S e c t i o n 
a t f i g . 3 , 'This f l o o d o f s t i l l n e s s . . . ' , though f o r w a r d momentum 
remains i m p l i c i t i n t h e i r r e g u l a r accompanimental r h y t h m . The 
i m p l i e d t o n a l c e n t r e here i s A, c a p i t a l i s i n g on t h e t w i c e - s t a t e d 
E as presumed dominant. Emerging p r o m i n e n t l y a t t h i s p o i n t , t h e 
soprano s o l o l i n e , which has p r e v i o u s l y c o n s i s t e d o f a s e r i e s o f 
descents f r o m t h e p e r s i s t e n t h i g h A f l a t ( a " b ) , f o l l o w s a m e l o d i c 
l i n e i n v o l v i n g g r e a t l y expanded i n t e r v a l s : t h e A f l a t / G sharp 
g i v e s way, as t h e peak o f t h e t e s s i t u r a , t o an u l t i m a t e B f l a t a t 
t h e end o f t h e s e c t i o n . 
There i s space here f o r some more c l o s e l y i m i t a t i v e w r i t i n g i n 
t h e r e m a i n i n g p a r t s , namely a t t h e p o i n t f r o m 7 bars b e f o r e 
f i g . 4 : t h e s u c c e s s i v e e n t r i e s o u t l i n e two d i m i n i s h e d s e v e n t h s , 
o u t l i n i n g t h e o c t a t o n i c mode ( E x . 8 ) . 
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But t h e o u t l i n e o f d i m i n i s h e d sevenths a l s o has s t r o n g l y t o n a l 
i m p l i c a t i o n s , as seen when, s u p p o r t i n g t h e s o l o soprano's h i g h e s t 
n o t e , ( b " f l a t a t 2 bars b e f o r e f i g . 4 ) , t h e harmony s e t t l e s on a 
' c l a s s i c a l ' a p p o g g i a t u r a , i n i t i a t i n g t h e v e r y ' t o n a l ' p rocedure 
o f a N e a p o l i t a n s i x t h ( w i t h q u a s i - s t r e t t o r i s i n g f r o m t h e bass: 
f i g 4 ) . 
The s o l o soprano r e t u r n s t o i t s r o l e o f l i t t l e d e s c e n t s , t h e 
' N e a p o l i t a n ' c a s t o f t h e harmony g i v i n g a new, t o n a l , 
s i g n i f i c a n c e t o t h e A f l a t s t a r t i n g p o i n t o f t h e s e , and s p u r r i n g 
on t h e g e n e r a l r u s h t o end i n C t o n a l i t y . 
•The l i n e s l i k e t r e e s p r o l i f e r a t e ' 
f o r soprano and ensemble 
(September-November 1988) 
'The l i n e s l i k e t r e e s p r o l i f e r a t e ' draws i t s t e x t f r o m John 
Smith's 'Poem o f The', a l o n g and complex work which e x p l o r e s t h e 
r e l a t i o n s h i p between words and t h e s t a t e s o f b e i n g t h e y d e s c r i b e -
between e l u s i v e meaning and c o l d p r i n t . The opening s e c t i o n o f 
th e poem, however, s c a r c e l y w a i t s t o d e s c r i b e such concerns: i t 
i s , i n i t s e l f , an i l l u s t r a t i o n o f t h e e v o c a t i v e power o f words, a 
v e r b a l e x t r a v a g a n z a d e m o n s t r a t i n g t h a t 'these w o r l d s e x i s t 
because we name them'. I t i s t h i s opening s e c t i o n t h a t p r o v i d e s 
th e t e x t f o r t h e s e t t i n g . 
The ' w o r l d ' i n q u e s t i o n i s a mediaeval f o r e s t f i l l e d w i t h images 
s u g g e s t i v e o f t h e 'Lady and U n i c o r n ' t a p e s t r i e s : sensuous and 
o c c a s i o n a l l y dangerous images a p p e a l i n g t o t h e sense o f t o u c h as 
much as o f s i g h t o r sound. I t i s t h i s f l e e t i n g l y c a p t u r e d w o r l d 
t h a t t h e s e t t i n g sought t o evoke. 
Mode 
The o c t a t o n i c s c a l e (Messiaen's 'second mode o f l i m i t e d 
t r a n s p o s i t i o n ' ) i s t h e g e n e r a t i n g f o r c e f o r melody and harmony. 
C o n s i s t i n g o f a l t e r n a t i n g t o n e and semitone i n t e r v a l s ( o r 
e x p r e s s i b l e as two a d j a c e n t d i m i n i s h e d s e v e n t h s ) , t h e s c a l e 
appears i n j u s t t h r e e forms which w i l l here be r e f e r r e d t o as 
Modes I , I I and T - s i m p l y because t h e s e were t h e r e f e r e n c e s used 
d u r i n g t h e c o m p o s i t i o n o f t h i s and s i m i l a r p r o j e c t s - as i n Ex.1. 
The o r d e r i s o f s i g n i f i c a n c e t o t h e harmony o f t h e work whic h i s 
r o o t e d i n , o r on, E w i t h a s t r o n g t r i t o n a l i n f l u e n c e . 
IS 
I II I I 
T P 
The i d e a o f o v e r l a p p i n g t h e modes t o c r e a t e a k a l e i d o s c o p e o f 
harmony, help e d by t h e i n n a t e o v e r l a p o f each mode w i t h i t s 
r i v a l s , combined w i t h canonic procedures t o produce t h e opening 
s e c t i o n (mm. 1 - 182); t h e s t a r t i n g p o i n t f o r these procedures i s 
a s e t o f two i n v e r t i b l y r e l a t e d melodies c l o s e l y r e f l e c t i n g t h e 
shape o f t h e mode. Each melody i s , f u r t h e r , a v a i l a b l e i n two 
forms per mode, v a r y i n g i n t h e p l a c i n g o f tone and semitone, b u t 
h a v i n g t h e same shape and same minor t h i r d / t r i t o n e i n t e r v a l s . A l l 
are t r a n s p o s a b l e w i t h i n t h e i r own mode as w e l l as i n t o t h e 
o t h e r s . As used i n mm. 1 - 182, each melody o v e r l a p s w i t h a 
successor i n ano t h e r mode: up t o 3 may be heard t o o v e r l a p . I n 
Ex.2, t h e y a r e g i v e n as t h e y f i r s t appear. 
f x . 2 
i ' T I f I ' t I I J t I f I f t f I 
V tr J It If J 
The e n t r y o f t h e soprano s o l o marks t h e use o f t h e i n v e r t e d 
f orms. The phrase rhythm i s c o n s t a n t , b u t i t s s t r e s s d i f f e r s , 
depending on which d i v i s i o n o f t h e t r i p l e - t i m e measure i t f a l l s . 
Octave d i s p l a c e m e n t s g i v e f u r t h e r v a r i a t i o n ( E x . 2 e ) : 
Each o f t h e f i r s t and second l i m b s o f each melody, as here 
p r e s e n t e d , i s scored f o r a d i f f e r e n t s i n g l e i n s t r u m e n t , t h e t h i r d 
l i m b r e t u r n i n g t o t h e o r i g i n a l i n s t r u m e n t . The v o i c e has t h r e e 
s u b s t a n t i a l s t a t e m e n t s , one i n each mode. The complex proceeds as 
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From m. 183, a new regime b e g i n s , i n t h e shape o f b l o c k c h o r d a l 
t r e a t m e n t , u s i n g o n l y one o f t h e t h r e e modes ( T ) ; t h e aggregates 
are based on s e m i t o n a l / t r i t o n a l p a i r i n g s (0 1 6 7) t o g i v e a 
ha r s h e r p r o f i l e t h a n p r e v i o u s l y suggested by t h e use o f t h e mode. 
(The e i g h t o c t a t o n i c p i t c h e s a r e a l l apparent b u t t h e d i v i s i o n o f 
wind and s t r i n g s emphasises t h e s e p a i r i n g s as opposed t o t h e 
d i m i n i s h e d s e v e n t h ) . 
n 
The v o c a l melody, r e - e n t e r i n g a t m.l97, marks t h e p o i n t where t h e 
aggregates b e g i n t o break down i n t o s m a l l e r groups, s t i l l 
e s s e n t i a l l y T-based. The melody s t i l l combines elements o f t h e 
p r e v i o u s complex w i t h a new i n c i p i t . A t t h i s s t a g e o f t h e 
w o r k i n g , i n e a r l y d r a f t f o r m , t h e r e i s a t a b l e showing how f o u r -
n ote fragments may be i n t e r n a l l y i n v e r t e d t o a r r i v e a t a new 
mode. The f i r s t l i n e o f t h e t a b l e reads as i n Ex.4: 
and t h e t a b l e proceeds t h r o u g h a t o t a l o f t w e l v e 
e x a m p l e s , s e l e c t e d on a b a s i s o f modal segments o f p i t c h c l a s s e s 
t h a t a re c o n s e c u t i v e b u t f o r one 'gap', as seen above-
(T: 3 (5) 6 8 9, I I : 0 1 3 (4) 6) 
These f o u r - n o t e groups p r o v i d e a complex, f a s t - m o v i n g 
k a l e i d o s c o p e o f m o d e - s h i f t i n g harmonies, abandoned a t t h i s p o i n t , 
i n t h e f i n a l d r a f t , b u t s t i l l a p p arent l a t e r i n t h e p i e c e . The 
two samples i n Ex.4, however, p r o v i d e t h e v o c a l l i n e ' s i n c i p i t s 
( E x . 4 a ) . 
As a l r e a d y s t a t e d , t h e melody a t m.l97 f o l d s back upon t h e 
p r e v i o u s web o f m e l o d i e s , b u t , f o r t h e n e x t e n t r y ('We pre s s i n t o 
them') a new s e t o f melodies was d e v i s e d . T h i s t i m e t h e b a s i s i s 
th e a d m i x t u r e o f two modes w i t h i n t h e l i n e . N a t u r a l l y a complete 
b l e n d i n g o f two o c t a t o n i c s c a l e s would g i v e t h e complete 
c h r o m a t i c s c a l e and l o s e t h e o c t a t o n i c c h a r a c t e r . T h i s s i t u a t i o n 
i s a v o i d e d by t h e use o f d i s c r e t e segments b e l o n g i n g t o e i t h e r o f 
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t h e two modes i n use, and t h e eschewing o f c o n s e c u t i v e p i t c h 
c l a s s e s s u g g e s t i v e o f t h e ' m i s s i n g ' mode. The new, blended 
melodies a r e shown i n Ex.5. T h i s t i m e t h e r e are no 
i n t e r v a l l i c a l l y d i f f e r i n g v a r i a n t s , b u t a r e t r o g r a d e i s used. 
('Noises', m.280). 
Ex.5' ir & T 
i 
A t t h i s same p o i n t from m.230 where t h e new s e t o f melodies 
b e g i n s , t h e accompanimental t e x t u r e e n t e r s a new phase. T h i s i s 
where, o r i g i n a l l y , t h e f o u r - n o t e c e l l s as i n Ex.4 had c r e a t e d a 
m o d e - s h i f t i n g complex. For t h i s passage, these were r e p l a c e d by a 
t e x t u r e s u g g e s t i v e o f t h e ' p r e s s i n g ' , 'kneading','urgent' m o t i f s 
o f t h e poem, an i n v e r s i o n a l s e m i t o n a l movement, which t h e notes 
t o t h e d r a f t r e | e r t o as ' p e r i s t a l s i c ' ( E x . 6 ) : 
2.0 
T h i s m o t i o n has a l r e a d y been approached i n t h e ' a l l - T ' s e c t i o n , 
eg. mm.201-4. The p i t c h c o n t e x t i s u s u a l l y o f c o n j u n c t segments 
0 1 3 4 - s i m p l e r t h a n t h e gapped segments o f t h e p r e v i o u s form 
(as i n Ex.4). The ' p e r i s t a l s i c ' movement has t o compete, however, 
w i t h s u s t a i n e d c h o r d a l b l o c k s , r e t a i n e d f r o m t h e p r e v i o u s f o r m , 
and w i t h an i n c r e a s i n g l y i m p o r t a n t t r i t o n i c / m a j o r seventh 
(0 1 (6) 7) p r o f i l e i n t h e upper woodwind ( s t r i n g s a t 
mm.241; 245; 257; 270; woodwind f r o m 2 6 5 ). 
I f , a t t h i s p o i n t , i t may appear t h a t t h e r e a r e f o u r key elements 
i n t h e work: 
( i ) m e l o d i c a l l y d e r i v e d s t r a n d s f o r m i n g ' k a l e i d o s c o p i c ' 
harmonies 
( i i ) a n g u l a r aggregates (0 1 6 7) 
( i i i ) ' p e r i s t a l s i c ' ( 0 4 - 1 3 ) squeezing 
( i v ) 'gapped', f o u r - n o t e segments i n a s w i f t e r moving complex; 
t h e n , each o f these may be s a i d t o achie v e i t s a p o t h e o s i s i n t h e 
l a t t e r p a r t o f t h e work. 
The o r i g i n a l t y p e o f mel o d i c c o u n t e r p o i n t i s used f o r t h e s e c t i o n 
between c l i m a x e s a t mm.280-300, i n v o l v i n g a s t r e t t o e f f e c t f rom 
m.292 w i t h a r a p i d t u r n o v e r o f mode. T h i s , i m m e d i a t e l y f o l l o w e d 
by t h e aggregates ( e s s e n t i a l l y i n T, as b e f o r e ) produces t h e 
sense o f e x h a u s t i o n and suspension ('The rough f i r e b u r n s ' ) , 
escape f r o m which comes t h r o u g h t h e ' a p o t h e o s i s ' o f t h e (0 1 6 7) 
harmonies f r o m m.354 (no. ( i i ) a b o v e ) , a compacted v e r s i o n o f t h e 
melodies (m.367) ( i ) , and t h e u l t i m a t e use o f t h e p r e v i o u s l y 
subsumed 'gapped' modes ( i v ) , f i n a l l y r e v e a l e d u n m i s t a k a b l y a t 
m.373. 
I t may be a p p r o p r i a t e here t o show t h e f u l l v e r s i o n o f t h e t a b l e 
mentioned a t Ex.4, and t o no t e i t s use a t t h i s stage i n t h e work 













A t m.380 t h e v o c a l melody ( ' D e v i l s ' ) r e c a l l s t h e f i n a l phrase 
('Angels', m.l35) f r o m t h e opening s e c t i o n . 
There remains t h e ' p e r i s t a l s i c ' m a t e r i a l which has t h e coda 
(m.401) almost t o i t s e l f ( a p a r t f r o m t h e v o i c e ' s l a s t echoes o f 
t h e o r i g i n a l melody) b u t a t a slow pace and w i t h t h e c r o s s i n g o f 
t h e i n s t r u m e n t a l p a r t s , and w i t h 11 o f t h e 12 s t a t e m e n t s i n 
'descending' o r d e r , ( E x . 8 ) , t h e u r g e n t q u a l i t y i s r e p l a c e d by a 
sense o f r e s o l u t i o n and o f s u b s i d i n g i n t o t h e l i m b o h i n t e d a t i n 
t h e l a s t l i n e s o f t h e poem. 
Ex. 3 
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S t r i n g Quartet 
(December 1988-June 1989) 
The S t r i n g Q u a r t e t belongs t o t h a t genre o f c o m p o s i t i o n which 
s e t s o u t on a j o u r n e y i n search o f i t s e l f - o r i n t h e hope o f 
some d i s c o v e r y , l y i n g beyond t h e i n i t i a l s e t o f i d e a s , w h i c h , 
once made, may r e t r o - a c t i v e l y i l l u m i n a t e t h e whole p r o j e c t . Work 
on such c o m p o s i t i o n s may b e g i n w i t h o u t a c l e a r a r c h i t e c t u r a l p l a n 
or d e f i n i t e s o n o r i t y b e i n g f i x e d , t h e hope b e i n g t h a t when these 
are u l t i m a t e l y r e v e a l e d t h e i r q u a l i t y o f coming f r o m 'beyond' t h e 
c o m p o s i t i o n a l a c t w i l l compensate f o r any l a c k o f s t r u c t u r a l 
t a u t n e s s o r sonorous f o c u s . Nebulous and wayward elements may 
grow among t h e s t r o n g e r i d e a s , however, as t h e y d i d i n t h i s 
Q u a r t e t : i t i s n o t s u r p r i s i n g , i n r e t r o s p e c t , t h a t i n t h i s case, 
t h e o r i g i n a l (1989) score r e q u i r e d r u t h l e s s c u t t i n g ( t h e work 
l o s i n g 30% o f i t s o r i g i n a l l e n g t h ) a t a l a t e r d a t e . 
E a r l y sketches 
The v e r y f i r s t pages o f t h e w o r k i n g e s t a b l i s h key moments (and 
even suggest c e r t a i n o f t h e work's ' s o n o r i t i e s ' , though n o t i n 
any c o n s t r u c t i v e l y f i x e d way). The s o l o v i o l a ' s a r p e g g i a t i o n s o f 
a 2nd i n v e r s i o n , D f l a t major t r i a d , s u b j e c t e d t o a r h y t h m i c 
system which sounds l i k e s y n c o p a t i o n , and w i t h n a t u r a l harmonics 
b e i n g s t r u c k t o suggest a s u p e r s t r a t u m o f a C major t r i a d , l e a ds 
t o a m e l o d i c heterophony o f D f l a t and C (Ex l a ) . T h i s was 
a b r u p t l y t e r m i n a t e d by an ' i n t e r r u p t i v e ' m o t i f w i t h a t u t t i chord 
p l a y e d g e t t a t o , i t s components combining s u g g e s t i o n s o f t h e r i v a l 
t o n a l i t i e s ( E x . l c ) . 
There was some p l a y between t h e s e two d i s t i n c t i d e a s , t h e f i r s t 
a c h i e v i n g a k i n d o f s t r a i n e d l y r i c i s m (Ex. l b ) as i t s r h y t h m i c 
heterophony g r a d u a l l y ' f a l l s i n ' t o a s t r i c t m e t re; t h e 
' i n t e r r u p t i v e i d e a ' gave l i t t l e ground. 
The n e x t i d e a was marked ' C h o r a l e - l i k e ' ( E x . I d ) , and showed 
fragments o f m e l o d i c heterophony p e t r i f i e d i n t o a r h y t h m i c a l l y 
homophonic, broad t e x t u r e . T h i s somewhat s t a t i c and i n e r t 
m a t e r i a l was removed f r o m t h e e v e n t u a l r e v i s e d score because i t 
was f e l t t o be s t e r i l e and an unnecessary impediment t o t h e 
p r o g r e s s o f t h e e x p o s i t i o n a l s e c t i o n . But t h i s was n o t b e f o r e t h e 
'Chorale' had, i n i t s c o m p l i c a t e d harmonic w o r k i n g , e x e r t e d a 
d e f i n i t e i n f l u e n c e on l a t e r areas o f t h e p i e c e . 
Two f u r t h e r i d eas were sketched ( t h e s k e t c h b e i n g 
q u a s i - c o n t i n u o u s b u t c l e a r l y i n t e n d e d f o r e x p a n s i o n ) . One, marked 
' s c h e r z o i d ' (Ex. l e ) , w i t h s k i r m i s h i n g a r p e g g i a t i o n s i n a h i g h 
r e g i s t e r f o r t h e f i r s t v i o l i n , appears i n t h e f i n a l v e r s i o n i n 
t h e l e a d back t o t h e r e c a p i t u l a t i o n (mm 287-288). I t i s c l o s e l y 
l i n k e d t o t h e second, showing t h e o b s t i n a t e D f l a t / C t r i a d s o f 
t h e opening suddenly push o u t t o a ' r e s o l u t e ' D major ( E x . I f ) . 
T h i s was, a g a i n , c l e a r l y meant f o r a l a t e ( r e c a p i t u l a r y ) stage o f 
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From th e s e b e g i n n i n g s t h e work grew t o c o n s i d e r a b l e p r o p o r t i o n s . 
I n s e e k i n g a n a t u r a l n a r r a t i v e pace, t h e ' e x p o s i t i o n ' a c h i e v e d an 
almost a g o n i s i n g slow m o t i o n . The e f f e c t was l i k e t h a t o f t h e 
f i r s t 100 pages o f a n o v e l which i s u n d o u b t a b l y l e a d i n g t o 
something 'major', b u t i s r o l l i n g towards i t a t t h e u n h u r r i e d 
pace o f more l e i s u r e d days. The m u s i c a l procedures s u r r o u n d i n g 
t h e 'Chorale', seemed p a r t i c u l a r l y p r o t r a c t e d . T h i s whole s e c t i o n 
was c u t by 50% i n t h e r e v i s e d v e r s i o n from t h e opening t o t h e 
a r r i v a l a t t h e '2nd group'. 
Eventual form 
Among t h e i d e a s o f t h e e a r l y s k e t c h , t h e s o l o v i o l a s p a r k i n g o f f 
n a t u r a l harmonics had a p l a c e i n t h e 1989 s c o r e , b u t had a l r e a d y 
l o s t r e l a t i v e i m p o r t a n c e , as i t was n o t v e r y e f f e c t i v e . The 
D f l a t / C ' s t r a t a ' remained, and t h e i n t r o d u c t o r y m a t e r i a l 
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(mm.l - 18) r e f e r s t o most o f t h e elements o f t h e s k e t c h (even 
t h e ' u l t i m a t e ' D ma j o r ) b u t i n a l i g h t e r , i ndeed ' s c h e r z o i d ' 
v e i n : t h i s i n t r o d u c t i o n was 'back composed' a t a c o m p a r a t i v e l y 
l a t e stage o f w o r k i n g on t h e e x p o s i t i o n . 
For t h e e x p o s i t i o n p r o p e r , f r o m m.l8, t h e v i o l a ' s syncopated 
f i g u r e i s j o i n e d by o t h e r , f r e e l y j o s t l i n g l i n e s . (The ' c e l l o ' s 
p e r f e c t f i f t h p u n c t u a t i o n s a r e , a g a i n , a r e t r o - i n s p i r a t i o n drawn 
from t h e 2nd group, when i t was f e l t t h e passage needed more 
t e x t u r e . ) The t e n s i o n between s t r a t a i s sharpened (mm.32-35); t h e 
number o f ' i n t e r r u p t i o n s ' (m.36) i s decreased from t h e o r i g i n a l 
s c o r e . W i t h t h e 'Chorale' removed, t h e ' s t r a i n e d l y r i c a l ' moment 
(m.41) l e a d s d i r e c t l y t o t h e 2nd group. 
By t h e t i m e t h i s new area was reached i n t h e o r i g i n a l s k e t c h , t h e 
for m o f t h e whole work was a p p a r e n t ; a L i s z t i a n s i n g l e - s p a n 
sonata f o r m , where t h e e x p o s i t i o n i s f o l l o w e d by a slow movement 
and scherzo combining as 'development',and a momentously e n r i c h e d 
' r e c a p i t u l a t i o n ' completes t h e i m p r e s s i o n o f a u n i v e r s e a l l i n 
one. The t o n a l u n d e r p i n n i n g would be an a m p l i f i c a t i o n o f 
c l a s s i c a l p r o c e d u r e , r i s i n g t h r o u g h t h e f i f t h s f r o m D f l a t t o E 
f l a t f o r t h e e x p o s i t i o n and a d j u s t i n g t o D - D f o r t h e 
r e c a p i t u l a t i o n : t h e p l a n i s f u r t h e r a m p l i f i e d by i n c r e a s i n g tempo 
t h r o u g h t h e e x p o s i t i o n . 
Thus t h e 2nd group. Animate, r i s e s from A f l a t minor t o E f l a t 
m a jor. Much o f i t s u n d e r l y i n g harmony d e r i v e s from t h e d e l e t e d 
c h o r a l e , b u t t h e m o t i o n combines t h e g e t t a t o , complex chords w i t h 
t h e n o t i o n o f heterophony and t h e s p a r k i n g o f f o f harmonics, t h e 
e f f e c t b e i n g o f a j e r k y mechanical r i p o s t e t o t h e opening 
a r p e g g i a t i o n s (Ex. 2 & 3 a ) : 
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The p r o t r a c t e d e s t a b l i s h m e n t o f E f l a t draws on t h e ' s t r a i n e d -
l y r i c a l ' l i n e s from m.41 + f f . , b u t t h e c o n c l u s i o n o f t h e s e c t i o n 
i s b r o u g h t about by t h e g e t t a t o disonances. 
I saw t h e end o f t h e e x p o s i t i o n i n terms o f t h e c l a s s i c a l d o u b l e -
bar l i n e , a s e t o f double doors l e a d i n g t o an unknown and 
u n f o r e s e e n w o r l d . 
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The problem o f c a p t u r i n g t h e s t a t e o f 'beyond-ness' became a c u t e . 
I n t h e o r i g i n a l v e r s i o n an e e r i e l i t t l e chorus i n harmonics 
i n i t i a t e d t h e w o r l d beyond t h e double b a r . I t was n o t w i t h o u t 
some r e g r e t t h a t t h i s was c u t i n t h e r e v i s i o n , b u t i t was s i m p l y 
a paragraph t o o many, once t h e c r u c i a l i d e a f o r t h e s e c t i o n had 
formed. 
The f i n a l v e r s i o n a r r i v e s d i r e c t l y a t t h i s c r u c i a l moment 
(m.lOO). The f i r s t v i o l i n becomes an overwrought persona, 
u n c o n t r o l l e d and u n c o n t r o l l a b l e , whose w i l d o u t b u r s t s cannot be 
c o n t a i n e d o r u n d e r s t o o d by t h e chorus o f o n l o o k e r s , who m u t t e r 
among themselves. The image o f t h i s d e s p e r a t e c h a r a c t e r amid t h e 
uncomprehending t h r o n g m i g h t be l i k e n e d t o Marianne's o u t b u r s t s 
i n Jane Austen's Sense and S e n s i b i l i t y , w i t h t h e added s t i n g 
t h a t w h i l s t t h e v i o l i n ' s l i n e may seem t o work i t s e l f i n t o a 
f r e n z y , i t remains l i m i t e d by t h e s o n o r i t y o f t h e i n s t r u m e n t i n 
t h i s range, and d i s t u r b s i t s h e a r e r s more by i t s sense o f w i l f u l 
s e l f - d e s t r u c t i o n t h a n by any communicative power. N o n e t h e l e s s , i t 
begins a process whose d e s p e r a t e q u a l i t y i s n o t worked o u t u n t i l 
t h e c a t h a r s i s o f m.275-
The passage from t h e f i r s t o u t b u r s t (m.lOO) t o t h e onset o f t h e 
s c h e r z o - l i k e music (m.l68) has been l i t t l e changed from t h e 1989 
s c o r e , a p a r t from t h e d e l e t i o n o f t h e r e p e t i t i v e cadenza/coda 
m a t e r i a l a t t h e end o f t h i s span. However, many d e t a i l s o f t h e 
f i r s t v i o l i n ' s f r e n z y r e q u i r e d c l a r i f y i n g . Passages where t h e 
s o l o l i n e was i n a d i f f e r e n t metre f r o m t h e 'chorus', 
u n d e r s c o r i n g t h e s o l o ' s a l i e n a t i o n i n v i s u a l t e r m s , d i d n o t h e l p 
t h e l i s t e n e r or p e r f o r m e r , and were r e - w r i t t e n , a l o n g w i t h t h e 
removal o f some c o m p l i c a t e d f i g u r a t i o n f o r t h e f i r s t v i o l i n , 
based on t h e heterophony r e s u l t i n g f r o m combining r i v a l l i n e s ( a t 
a t r i t o n e ' s d i s t a n c e ) i n one p a r t . The essence remains, o f a 
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keening s e m i t o n a l descent i n t h e f i r s t v i o l i n , w i t h nervous 
s c u t t e r i n g and d i s p l a c e d , uneasy fragments o f melody i n t h e o t h e r 
p a r t s , t h e two e i t h e r u t t e r l y a p a r t , o r i n , as i t were, a 
p a r a l l e l o r b i t , n o t t o u c h i n g . 
The s e m i t o n a l l i n e o f t h e 1 s t v i o l i n has p r e c e d e n t s i n t h e 
Animate ( E x . 3 a ) , b u t a l s o i n t h e o r i g i n a l o p p o s i t i o n o f ' s t r a t a ' 
and i n t h e ' s t r a i n e d l y r i c a l ' melody: i t i s t h e o p p o s i t i o n o f t h e 
l a t t e r w i t h t h e c o n v e n t i o n a l , mechanical t e x t u r e (p.6) which 
p r e c i p i t a t e s t h e o u t b u r s t a t m.lOO. For a l l i t s o b s e s s i o n w i t h 
descending l i n e s and broken d i c t i o n , t h e f i r s t v i o l i n p a r t was 
conceived as a steady ascent (ex.3b) from a_ t o c''' sharp (m.l78) 
and u l t i m a t e l y t o b''' (m.275) ( t h e ascent b e i n g h e l p e d 
p a r t i c u l a r l y by t r i t o n a l echoes o f t h e m e l o d y ) . 
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The s c u t t e r i n g chorus bears a d i s t a n t resemblance t o t h e f r a g i l e 
a r p e g g i a t e d heterophony o f t h e opening o f t h e work, b u t t h e 
( o c t a t o n i c ) dissonance o f t h e g e t t a t o i n t e r r u p t i o n s i s t h e 
g e n e r a t i n g f o r c e f o r t h e p i t c h c l a s s c o n t e n t . (One such chord 
t e r m i n a t e s t h e f i r s t s o l o . ) The t r i t o n a l p i t c h element, combined 
w i t h semitone and tone d e s c e n t s , l i n k s t h ese snatched and 
d i s r u p t e d l i n e s t o t h e f i r s t v i o l i n s o l o s . 
The ensuing d i a l o g u e , i f such i t can be c a l l e d , was o r g a n i s e d 
w i t h a view t o v a r y i n g t h e s o l o v i o l i n ' s p assions towards a 
d a n g e r o u s l y u n p r e d i c t a b l e e f f e c t and v a r y i n g t h e chorus' response 
i n terms o f mood and degrees o f a n i m a t i o n . The c l o s e n e s s o f 
d e r i v a t i o n o f t h e chorus' m a t e r i a l from t h e s o l o l i n e i s 
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p a r t i c u l a r l y e v i d e n t where t h e chorus i s p a s s i o n a t e o r a g g r e s s i v e 
(mm. 119,141). The r h y t h m i c a l l y homophonic r i s i n g m e l o d i c l i n e a t 
m.l0 9 grows i n t o a more s o n o r o u s l y e x p r e s s i v e s t a t e m e n t ; a t 
m.l59, t h i s r i s i n g l i n e i n t h e o t h e r p a r t s matches t h e f i r s t 
v i o l i n ' s descending l i n e i n f o r c e f u l n e s s . An uneasy t r u c e i s 
d e c l a r e d : t h e passage from m.lOO t o m.l67 has proved h a r m o n i c a l l y 
a l m o s t d a n g e r o u s l y s t a t i c . 
For t h e 'scherzo', which ensues a t m.l68, t h e o t h e r p a r t s , one 
by one, j o i n t h e f i r s t v i o l i n i n a passage o f c o n t r a p u n t a l 
e q u a l i t y . The m e l o d i c m a t e r i a l c o n s i s t s o f a c o l l e c t i o n o f 
descending l i n e s , each w i t h i t s own s p e c i f i c l e n g t h , and o f a 
more l y r i c a l , w i d e l y - s p a c e d l i n e d e r i v e d f r o m t h e 1 s t v i o l i n p a r t 
i n mm.142-145 (Ex.4b). 
The opening passage o f t h e scherzo i s more f o r m a l l y o r g a n i s e d 
t h a n a n y t h i n g e l s e t h u s f a r i n t h e q u a r t e t . The e n t r i e s f r o m 
m.l78 a r e i n t e r v a l l i c a l l y e v e n l y spaced ( E x . 4 a ) , and proceed i n 
canon w i t h 1 s t v i o l i n a s s o c i a t e d w i t h v i o l a ( t h e i n t e r v a l s are 




T h i s l i g h t l y - t e x t u r e d dance i s combined, f i r s t w i t h t h e 
'sonorous' s t a t e m e n t from m,159 (see m.203), t h e n w i t h s c u r r y i n g 
a c t i v i t y r e m i n i s c e n t o f t h e 'chorus' from m.l03; m.230 shows t h e 
l a t t e r t y p e o f movement a t i t s h e i g h t . 
From m.248, t h e p r e v a i l i n g t r i t o n e s f r o m t h e 'chorus' a r e 
f o r m a l i s e d i n t o an o c t a t o n i c p a l e t t e ( a l r e a d y i m p l i c i t f rom 
m.222) somewhat r e m i n i s c e n t o f t h e o c t a t o n i c l a y e r s o f 'The l i n e s 
l i k e t r e e s p r o l i f e r a t e ' , b u t t e n d i n g t o t a k e t h e f o r m o f d i s c r e t e 
f o u r - n o t e groups combining t o fo r m t h e t w e l v e p i t c h c l a s s e s among 
them, w i t h o u t i n t e r n a l o v e r l a p ( E x . 5 ) . T h i s o r g a n i s a t i o n p r e v a i l s 
up t o t h e massive a s c e n t , r e v e r s i n g so many mel o d i c d e s c e n t s , t o 
th e apogee o f t h e e n t i r e movement complex a t m.275. Here, t h e 
lower p a r t s r e s o r t t o r e p e t i t i v e groups o f f o u r - n o t e modal 
segments (0 1 6 7 ) , a new e x p r e s s i o n o f t h e f o r e g o i n g t r i t o n a l 
harmony (Ex. 5 b ) . Only a t t h i s p o i n t i s t h e w e i g h t o f drama and 
anguish r e s u l t i n g f r o m t h e f i r s t v i o l i n ' s M a r i a n n e - l i k e o u t b u r s t , 
f i n a l l y exhausted. 
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The leadback t o t h e r e c a p i t u l a t i o n uses t h e ' s c h e r z o i d ' music 
fr o m t h e e a r l y s k e t c h t o push o u t t o t h e v i r g i n t e r r i t o r y o f D 
major. The r e c a p i t u l a t i o n f rom m.296 , i s o f t h e r e v e r s e d t y p e , 
w i t h t h e Animato music f i r s t (a n o t e - f o r - n o t e mode ' t r a n s l a t i o n ' 
system b e i n g used t o a l t e r t h e t o n a l i t y ) ; t h e ' s t r a i n e d l y r i c i s m ' 
passage t h e n leads t o a ' q u a s i - i n n o c e n t ' r e s t a t e m e n t o f t h e 
o r i g i n a l , a r p e g g i a t e d , music, t h e ' s t r a t a ' f o r m a l i s e d i n t o a 
compact e x p r e s s i o n o f t h e t w e l v e p i t c h c l a s s e s ( E x . 6 ) , b u t t h i s 
t i m e r e m a i n i n g s e r e n e l y , s t a b l y f i x e d on D. 
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The s i r e n s ' - w h i s t l i n g o f t h e harmonics (much used i n t h e 1989 
e x p o s i t i o n , and much reduced f o r t h e r e v i s e d s c ore) i s a l l o w e d t o 
dominate t h e t e x t u r e a t t h e end. 
There i s a sense o f a r r i v i n g , a f t e r c e r t a i n t r i b u l a t i o n s , i n a 
new America, t h e f u t u r e u n c e r t a i n , b u t h o l d i n g t h e promise o f 
b e i n g b e t t e r t h a n t h e p a s t . T n i s a t l e a s t i s i n l i n e w i t h my 
o r i g i n a l hope f o r t h e work. 
35 
CHAUSSEE 
fo r o r c h e s t r a 
(August 1989-April 1990; A p r i l 1992-March 1993) 
The t i t l e o f Chaussee was chosen a t a l a t e s t age i n i t s 
c o m p o s i t i o n , and sought t o express something o f t h e work's 
concern w i t h p a t t e r n i n g a t ground l e v e l , o r ground bass e f f e c t . 
Each o f i t s s e c t i o n s s e t s up a r h y t h m i c and harmonic scheme and 
l e t s i t work i t s e l f o u t - t h e rhythm i n p a r t i c u l a r b e i n g f a r more 
s y s t e m a t i c t h a n i n t h e i m m e d i a t e l y p r e v i o u s works, w h i l e t h e 
p i t c h c h o i c e f a l l s once a g a i n i n t o o c t a t o n i c s t r a t a , more c l o s e l y 
governed t h a n b e f o r e by s p e c i f i c s e l e c t i o n s w i t h i n t h e modes and 
by c o n s i s t e n c y o f c h o r d a l p r o f i l e . 
'Chaconne' 
The o u t e r s e c t i o n s - opening and c o n c l u d i n g t h e work - have 
perhaps t h e most obvious r h y t h m i c s t r u c t u r e . Having a r r i v e d a t 
t h e i r p r e s e n t form o n l y a f t e r c o m p l e t i o n o f t h e c e n t r a l body o f 
t h e work, t h e y r e p r e s e n t perhaps a c l a r i f i c a t i o n o f t h e 
procedures w i t h i n . The o r i g i n a l c o n c e p t i o n o f t h e ' i n t r o d u c t i o n ' 
as a l o w - p i t c h e d , b r o o d i n g , s e l f - c o n t a i n e d passage, c h a r a c t e r i s e d 
by descending l i n e s , became f o r m a l i s e d i n t o t h e 'chaconne' genre, 
w h i l e t h e a c c u m u l a t i v e a c c e l e r a t i o n which i s a f e a t u r e o f t h e 
opening s e c t i o n grew from t h e r e p e t i t i v e n a t u r e o f t h e m a t e r i a l . 
The o r i g i n a l l y imagined t o n a l i t y o f F sharp ( m i n o r ) r e t a i n s i t s 
g r a v i t y t h r o u g h o u t t h e s e c t i o n . The t h r e e modal ' s t r a t a ' a r e a l s o 
d i f f e r e n t i a t e d by r h y t h m , so t h a t t h r e e r h y t h m i c t y p e s work 
s i m u l t a n e o u s l y i n d i f f e r e n t t e s s i t u r a e and mode. I n t h e opening 
'chaconne', i t i s t h e l o w e s t i n p i t c h o f t h e s e s t r a t a which i s 
t h e most i m p o r t a n t . The background o f a 3/4 p u l s e i s f e l t , b u t 
combined w i t h a movement every e l e v e n semiquavers, t o g i v e t h e 
e f f e c t o f an upbeat g a i n i n g i n d u r a t i o n , measure f o r measure; 
which i t does, a f t e r t h r e e f a l s e s t a r t s , t o a r r i v e back a t i t s 
o r i g i n a l p o s i t i o n , d e f i n i n g a p e r i o d o f 25 b a r s , as i n E x . l a . 
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T h i s i s r e p e a t e d t w i c e , t o g i v e 75 bars p l u s a coda, w i t h g r a d u a l 
a c c e l e r a t i o n from J = 72 t o J = 120. One o c t a t o n i c mode per 
s t r a t u m per 25 bars i s used: f o r t h i s l o w e s t s t r a t u m , t h e 
language i s e n t i r e l y composed o f (0 5 11) / (0 1 6) b l o c k s , 
a r r a n g e d as i n E x . l b . 
Ex.1 //aj-/mw: l^it Stt^ 
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The c e n t r a l s t r a t u m i s r h y t h m i c a l l y l e s s a c t i v e , though i t s b a s i s 
on a p e r i o d o f e i g h t semiquavers achieves a 3/2 'hemiola' e f f e c t . 
The opening c h o r d s , b e i n g (0 5 11) = (0 1 6 ) , appear t o l e a d o u t 
o f t h e base s t r a t u m b u t t h i s i s , so t o speak, an 'inganno', as 
t h e ensuing aggregates are (0 2 6) ( E x . l c ) . These b e g i n t h e i r 
f o r m a l p a t t e r n one bar a f t e r f i g . l a and a t e q u i v a l e n t p l a c e s i n 
t h e 25-bar r e p e t i t i o n s . 
3? 
The t r e b l e stratum i s c h a r a c t e r i s e d by a r u l e of t h r e e s , whether 
i n the crotchet-movement, t r i p l e time of i t s snatches of melody, 
or i n i t s 'telescoping' of rhythm from a 24 semiquaver duration 
down to 3, i n m u l t i p l e s of 3, and back as i n Ex. I d . The 
c h a r a c t e r i s t i c p i t c h choice i s (0 3 11) = ( 0 1 4 ) . ( E x . l e ) 
(2^r) ^  , ,(21J^) 
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Ex.2 shows t h e s i f t i n g o f o c t a t o n i c m o d a l i t y across t h e scheme: 
t h e l a b e l s ( I , I I , T) are as d e f i n e d f o r p r e v i o u s works. 
5c.Z: 
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Ex.3 shows t h e whole system over a 25-bar span. The o r c h e s t r a t i o n 
n a t u r a l l y observed t h e ' s t r a t i f i c a t i o n ' a c c o r d i n g t o t e s s i t u r a , 
each i n s t r u m e n t b e i n g f i x e d i n a p a r t i c u l a r s t r a t u m , though some 
(such as t h e harp) have g r e a t e r l i c e n c e , and a l l may s h i f t 
a c c o r d i n g t o t h e r e q u i r e m e n t s o f t h e ensemble, and i t s t o t a l 
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I n v e r s i o n 
For t h e s e c t i o n f r o m f i g . 5, a s i m i l a r system i s a p p l i e d t o a 
d i f f e r e n t e f f e c t . The t h r e e s t r a t a remain much as b e f o r e i n terms 
o f p i t c h c h a r a c t e r , w i t h t h e (0 3 11) = (0 1 4) segments t h e most 
t r e b l e e t c . , b u t t h e r h y t h m i c s t r u c t u r e i s i n v e r t e d t o g i v e 
'elevens' i n t h e t r e b l e s t r a t u m and ' s i x e s ' i n t h e bass. Rather 
t h a n semiquavers i n 3/4, t h e u n i t o f o p e r a t i o n i s quavers i n 
common t i m e ( J = 1 2 0 ) , and t h e u n i f y i n g p u l s e o f t h e 'chaconne' 
g i v e s way t o a more a g g r e s s i v e and wayward movement. 'Shadow' 
chor d s , f a l l i n g between t h e r h y t h m i c a l l y s t r u c t u r e d ones, enhance 
t h e sense o f jagged u n p r e d i c t a b i l i t y . I n s t r u m e n t a t i o n , t o o , i s 
a g g r e s s i v e : s t r i n g s are o m i t t e d . 
The elements shown i n Ex.4a c a r r y us t h r o u g h t o f i g . 5 a , from 
which p o i n t t h e same r h y t h m i c system i s r e p e a t e d w i t h i t s c h o r d a l 
elements i n r o v e s c i o (somewhat compacted). The c o n t r a s t between 
t h i s brusque brassy music, and t h e l i g h t and a i r y s t a t e m e n t s 
r e l a t e d t o t h e t r i p l e - t i m e melody o f t h e 'chaconne' ( E x . 4 b ) , 
which a r e a l t e r n a t e d w i t h i t f r o m f i g . 6 , p r o v i d e s a c l i m a c t i c 
t e n s i o n . Ensuing r e p e t i t i o n s o f these s t a t e m e n t s a r e s h o r t e r , 
p r o g r e s s i n g as i t were f r o m a l a t e r p o i n t i n t h e same sentence 
each t i m e . 
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Elements o f t h e r h y t h m i c s t r a t a have been s t r i p p e d o u t o f t h e 
m e l o d i c passages t o ensure t h e l i g h t n e s s o f t h e i r passage, b u t 
shades o f t h i s s t r u c t u r e remain - t h e (0 1 6 ) groups i n 'elevens' 
i n t h e bass; (0 4 6 ) , c e n t r e d i n ' e i g h t s ' , and t h e melody an 
e x p r e s s i o n i n ' s i x e s ' o f (0 3 1 1 ) . 
The apogee o f t h i s p a r t i c u l a r o r g a n i s a t i o n comes a t f i g . 14. The 
(0 1 6) group i n 'elevens' are expressed i n a more a r p e g g i a t e d 
f o r m , and as p a r t o f t h e a c c e l e r a t i o n i n v o l v e d here ( t r i p l e t 
q u avers, 3 = 2 , b e i n g t h e ' u n i t ' o f r h y t h m i c m o d a l i t y ) a new 
complex o f (0 1 6) harmony i s g e n e r a t e d . The t r i p l e - t i m e melody 
sounds t h r o u g h from t h e bass, i n (0 3 11) groups; t h e (0 4 6) 
groups have, as e v e r , a c e n t r a l r o l e . 
By f i g . 14, t h e t r e b l e , c e n t r a l and bass s t r a t a have each had a 
t u r n a t two o f t h e t h r e e o c t a t o n i c modes; a t f i g . 1 4 , i n s t e a d o f 
t h e expected r e - o r d e r i n g , t h e modal system i s s w i v e l l e d t o 
p r e p a r e f o r t h e i n v e r t e d f o r m o f i t used i n t h e n e x t s e c t i o n , 
( E x . 5 ) . 
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C e n t r a l s e c t i o n 
The w o r k i n g f o r t h e s e c t i o n f r o m f i g . 17 i s more complex t h a n i n 
p r e v i o u s s e c t i o n s . S t r i d i n g a c r o s s t h e t o p o f t h e t e x t u r e , t h e 
'chaconne' melody i n i t s most d e c o r a t e d f o r m , i s a s i g n a l t h a t 
t h e same system o f ' t h r e e s ' , ' e i g h t s ' and 'elevens' i s i n use, 
b u t a f a r g r e a t e r d e n s i t y o f modal chords was g e n e r a t e d , and t h e 
r a t e o f modal changeover d e r e g u l a t e d t o p r o v i d e t h e p a t t e r n i n 
Ex.6: t h e c o n s t a n t s i m u l t a n e i t y o f t h r e e modes i s r e p l a c e d by a 
s h i f t i n g p a t t e r n o f t h r e e , two and one mode sounding a t a g i v e n 
moment. The r a t e o f modal changeover i s i n s p i r e d by t h e r a t e a t 
which t h e ' b a t t e r i e s ' are d e p l o y e d , hence, t h e l o w e s t s t r a t u m , 
which c o n t a i n s t h e e l e v e n s , moves most s l o w l y ; t h e c e n t r a l 
' e i g h t s ' , most q u i c k l y . The rhythm o f t h e ' t h r e e s ' melody, drawn 
fr o m t h e opening chaconne (see Ex. I d and Ex. 4 b ) , goes i n t o 
r e v e r s e when i t crosses a change o f mode as a t '132' = c . f i g . 18. 
The r a t e o f change f o l l o w s t h i s phrase s t r u c t u r e hence t h e t o p 
s t r a t u m ' s r e l a t i v e slowness o f t r o p e change. Though t h e b a t t e r i e s 
o f t h e p r o m i n e n t chords remain f a m i l i a r ( E x . 7 ) , newcomers a r e 
i n t e r p o s e d , p r e s e r v i n g t h e mode b u t v a r y i n g t h e i n t e r v a l l i c 
o u t l i n e . T h i s system (as shown i n Ex.6) ends a t f i g . 2 4 a . T h i s 
i n c o r p o r a t e s , f r o m f i g . 2 2 , a r e s t a t e m e n t o f t h e c o n c l u d i n g b a r s 
o f t h e p r e v i o u s s e c t i o n ( f i g . 1 5 , 16, 1 6 a ) , which once a g a i n has a 
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Conclusion: Reunion of elements 
The f i n a l s e c t i o n , from f i g . 2 6 , i s a mosaic d r a w i n g t o g e t h e r a l l 
p r e v i o u s elements. I t s b a s i s i s t h e 'chaconne' f i x e d f i r m l y i n 
t r i p l e - t i m e and a t i t s f a s t e s t tempo, as l a s t h e a r d , o f J = 120. 
Compared w i t h i t s f i r s t s t a t e m e n t , however, i t i s r e - o r d e r e d i n 
an almost haphazard f a s h i o n ; i t i s grounded on E r a t h e r t h a n F 
sharp, and i t s c o n s t i t u e n t s t r a t a t r a n s p o s e d t o s u i t t h e i r new-
found l o c a t i o n s (Ex.8) and n e i g h b o u r i n g i n t r u s i o n s . These l a t t e r 
c o n s i s t o f fragments o f t h e a g g r e s s i v e music f r o m f i g . 5 + f f , and 
t h e answering m e l o d i c phrases - b e i n g r e s t a t e d i n t h e i r o r i g i n a l 
c h r o n o l o g i c a l o r d e r , b u t a t u n p r e d i c t a b l e i n t e r v a l s , c u t across 
by t h e chaconne's own m e l o d i e s . Fig.36 r e v e a l s t h e 
' p o s t - c l i m a c t i c ' music f o r t h e t h i r d t i m e . F u r t h e r r e f e r e n c e s t o 
f i g s . 1 6 and 16a b r i n g t h e work t o a c l o s e . 
Chaussee Ex. 8 
F i g s . 26-39 
New o r d e r i n terms 
o f o r i g i n a l 
b a r r i n g s : 
( F i g s . 1 t o 15) 
New F i g . 
r e f e r e n c e 
O v e r l a y 
mm. F i g . 
1 - 5 26 F i g . 5 (mm. 1-3) 
35 - 43 
27 
27a F i g . 6 
6 - 1 1 28 F i g . 5 (mm. 3^5-7) 
44 - 50 
29 
29a F i g . 6 
51 - 59 2 9b F i g . 6 ( t r a n s p o s e d ) 
12 - 15 30 F i g . 5(mm. 8-10); 
F i g . 5a 
60 - 65 
31 
31a 
F i g . 6 i n t o F i g . 8 
( t r a n s p o s e d ) 
15 - 16 32 F i g . 5a (mm. 1 - 2h) 
66 - 71 
33 
33a 
F i g . 8 c o n t ; F i g . 10 
( t r a n s p o s e d ) 
17 - 24 34 F i g . 5a (mm.2^5-8) 
72 -76 35 
F i g . 10; F i g . 12 
( t r a n s p o s e d ) 
[ ( F i g . 5(end) ] 
25 - 34 
36 
36a F i g . 15; 
F i g . 17 
79 -80 37 F i g . 15 
33 - 34 37a 




f o r l a r g e ensemble 
(May 1990 - November 1991) 
A 'momentaneous' i d e a , p l u c k e d from t h e s p l i t second o f i t s 
c o n c e p t i o n and g i v e n substance: i n c r e a s e d i n s c a l e , w i t h d e t a i l s 
b r o u g h t i n t o f o cus as on a m i c r o f i l m , and w i t h endless v a r i a t i o n s 
o f i t s essence g r a d u a l l y r e v e a l e d -such was t h e i d e a l y i n g b e h i n d 
t h e c o m p o s i t i o n o f Momentanea, w h e r e i n t h e s y s t e m a t i s a t i o n o f 
c o m p o s i t i o n a l procedure reaches a new l e v e l o f i n t r i c a c y and 
i n t e n s i t y . 
I t i s a l s o v e r y b r i e f , as b e f i t s i t s c o n c e p t i o n . A s u i t a b l e t i t l e 
i n E n g l i s h was sought i n v a i n , b u t a chance r e a d i n g d i s c o v e r e d 
'momentane' i n French, which s u p p l i e d 'Momentanea'. 
Once a g a i n t h e o c t a t o n i c s c a l e , t h e 'second mode o f l i m i t e d 
t r a n s p o s i t i o n ' , i s t h e b a s i s o f t h e harmonic language. There are 
two new f e a t u r e s as compared w i t h p r e v i o u s works, however: t h e 
e x p l o r a t i o n o f f o u r - n o t e t r o p e s w i t h i n t h e s c a l e on a s y s t e m a t i c 
b a s i s , and t h e f i x i n g o f c e r t a i n p i t c h e s t o g i v e a permanent 
framework f o r t h e s h i f t i n g t r o p e s w i t h i n . Contour - i n 
p a r t i c u l a r , areas o f sweeping descent and ascent - becomes 
i m p o r t a n t , w h i l e t h e e x p r e s s i o n o f t h e t r o p e o r mode i n ways 
v a r y i n g from monodic l i n e t o c h o r d a l b l o c k , y i e l d s a n o t h e r area 
f o r e x p l o r a t i o n . 
The f i x i n g o f c e r t a i n c h o r d a l a r r a y s has been mentioned. For a 
' l i n e a r ' e x p r e s s i o n an a r p e g g i a t e d genre, always t h e same i n 
essence b u t ever v a r i e d i n a c t u a l i t y , was d e v i s e d , whereby t h e 
f o u r p i t c h e s are expressed i n a s i x - n o t e group, i n v o l v i n g two 
r e p e t i t i o n s . For any g i v e n f o u r - n o t e t r o p e , t h e system as c r e a t e d 
4 ? 
o f f e r e d 600 d i f f e r e n t p o s s i b i l i t i e s : t h e i d e a was t h a t t hese 
s h o u l d r u n c o n t i n u o u s l y and s y s t e m a t i c a l l y , and t h a t , once 
s t a t e d , none s h o u l d be r e p e a t e d t h r o u g h o u t t h e course o f t h e 
work. 
Two f u r t h e r i d eas were apparent a t an e a r l y stage o f t h e w o r k i n g , 
namely, a balance o f 'spheres o f i n f l u e n c e ' f o r t h e t h r e e 
o c t a t o n i c s c a l e s , and a symmetry o f d e t a i l e d and o f o v e r a l l f o r m . 
I n s t r u m e n t a t i o n b r o u g h t i t s own s e t o f problems and c o m p l e x i t i e s 
some o f which were o n l y r e s o l v e d a t a l a t e r s t a g e . 
F i x e d chordal a r r a y s 
Chords were d e v i s e d , one f o r each o c t a t o n i c mode, w h e r e i n n o t 
o n l y t h e 8 p i t c h e s , b u t as many d i f f e r e n t i n t e r v a l s as p o s s i b l e 
were deployed (somewhat as i n Berg's famous s e r i e s encompassing 
a l l d i f f e r e n t p i t c h e s and i n t e r v a l s ) . Beyond t h e i r use as a f u l l 
c h o r d a l a r r a y , these a l s o p r o v i d e t h e f i x e d b a s i s f o r t h e 
'ascent' and 'descent' t h a t a re i m p o r t a n t e s p e c i a l l y i n S e c t i o n s 
A and D2 . 
The f o u r - n o t e t r o p e s t h e n h u r r y t o e x p l o r e each stage o f t h e 
ascent o r descent. 
E x x . l & 2 show, r e s p e c t i v e l y , t h e ' t o t a l ' c hord o f Mode I , and 
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S e c t i o n s B and C a r e , f o r t h e most p a r t , becalmed w i t h i n t h e same 
c h o r d a l p r o f i l e . Shorn o f c o n t o u r p o s s i b i l i t i e s , t h e y r e s o r t t o 
modal t r a n s p o s i t i o n and r h y t h m i c i n v e n t i o n , w h i l e C a l s o begins 
t h e process o f c o n v e r t i n g l i n e a r e x p r e s s i o n i n t o c h o r d a l b l o c k s , 
e m b r o i d e r i n g t h e s y m m e t r i c a l p a t t e r n i n g o f t h i s s e c t i o n a c c o r d i n g 
t o a r e l a t e d p l a n . 
S e c t i o n C a l s o b u r s t s o u t o f t h e Mode I p r o f i l e f o r good and 
achieve s a new c o n f l u e n c e o f modes p r e p a r i n g f o r t h e c h o r d a l 
c e n t r a l S e c t i o n (C2/D). 
4? 
The n a t u r e o f t h e a r p e g g i a t e d genre 
T h i s was known as t h e Snake, and f o l l o w s t h r o u g h i t s p e r m u t a t i o n s 
w i t h t h e p e r s i s t e n c e o f a Dohnanyi f i n g e r e x e r c i s e . 
I f t h e f o u r p i t c h e s i n q u e s t i o n a r e numbered 1 , 2, 3, 4, s t a r t i n g 
w i t h t h e l o w e s t , t h e work b e g i n s w i t h t h e s i x - n o t e p a t t e r n , f o r 
t h e i n i t i a l t r o p e , o f 434321 w h i l e i t s complement has t h e 
i n v e r s i o n a l o p p o s i t e 121234. A d j a c e n t r e p e t i t i o n s (443421 o r 
434421) are d i s a l l o w e d , and a l l f o u r p i t c h e s must be p r e s e n t , so 
i t f o l l o w s t h a t i n terms o f 'packing' t h e s e x t u p l e t , t h e two 
i n i t i a l v e r s i o n s a r e a t t h e extremes o f t h e system. Rather t h a n 
proceed t h r o u g h t h e p e r m u t a t i o n s c o n s e c u t i v e l y , however, t h e 
d e c i s i o n was made t o use a l t e r n a t e v e r s i o n s ; t h e i n t e r v e n i n g 
ones c o u l d be t a k e n up l a t e r . T h i s would g i v e a s w i f t e r f l o w and 
a more p e r c e p t i b l e r a t e o f change o f t h e p a t t e r n . 
Ex.2 shows how t h e system works t h r o u g h t t h e p i t c h e s , t h e snake-
p a t t e r n s b e i n g i n s e r t e d b e s i d e t h e r e l e v a n t t r o p e s . I n each case, 
one t r o p e runs i n r h y t h m i c s e p t u p l e t s (7 notes per c r o t c h e t ) and 
i t s complement, i n q u i n t u p l e t s . 
As s i x notes are p r e s e n t f o r e v e r y v e r s i o n , r e g a r d l e s s o f r h y t h m , 
t h e q u i n t u p l e t s would be l e f t f a r b e h i n d , b u t a r e saved by h a v i n g 
fewer c o n s e c u t i v e s t a t e m e n t s o f each t r o p e . A t y p i c a l p a t t e r n i s 
( H J G K ) ( s e p t u p l e t s ) 4+3+3+2 s t a t e m e n t s ; ( q u i n t u p l e t s ) 3+2+2+1 ( f o r 
4 t r o p e s ) . 
The f o u r - n o t e t r o p e s themselves proceed i n a manner analogous t o 
t h e p e r m u t a t i o n s o f t h e Snake, i n e x h a u s t i n g t h e p o s s i b i l i t i e s 
around t h e uppermost p i t c h e s b e f o r e moving on, as Ex.2 shows. ( I t 
seemed a p p r o p r i a t e t o t h e i d e a o f t h e p i e c e t h a t i t s h o u l d emerge 
from a s c a r c e l y p e r c e p t i b l e a l t i t u d e . ) I t i s t h e w h i t e n o t e 
I 
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S e c t i o n C f u r t h e r s t h e system o f g r a d u a l l y a d m i t t i n g t h e 
' f o r e i g n ' ( o r complementary) p i t c h c l a s s e s . The w o r k i n g showed 
me l o d i c s t r a n d s ( o r double s t r a n d s ) marked 'Prime', 
'+1','+5','R', a c c o r d i n g t o t h e number o f a d d i t i o n s . (Where 
complements appear, t h e y have t h e f o r m o p p o s i t e t o t h e main 
t r o p e , e.g. t r o p e 'Prime'j complement '+5'.) Some o f t h i s w o r k i n g 
was o v e r r i d d e n by t h e move towards a more c h o r d a l t e x t u r e , t h e 
c h o r d a l harmonies b e i n g g e n e r a t e d by t r a n s p o s i t i o n , w i t h i n t h e 
mode, o f t h e t r o p e s r e p e a t e d from B. Ex.5 shows some o f t h e 
background t o t h i s . 
fx --ft M. 62 
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S o l i d i f i c a t i o n 
A t t h e onset o f S e c t i o n C2, t h e r e s t l e s s 'snaking' has e n t i r e l y 
s o l i d i f i e d i n t o c h o r d a l b l o c k s , and t h e p r e d o m i n a t i o n o f Mode I 
i s r e p l a c e d by a t h r e e - s t r a t a harmonic system i n v o l v i n g chords o f 
a l l t h r e e modes, b u t w i t h Mode T somewhat more i n evidence t h a n 
t h e r e s t . I n f a c t t h e c e n t r a l s t r a t u m which e s t a b l i s h e s Mode T as 
p r e v a l e n t , begins as Mode I , and i s 'metamorphosed' chord by 
chord i n t o t h e new mode; t h e l o w e s t s t r a t u m c o n t i n u e s i n Mode I , 
u s i n g a s e l e c t i o n o f t h e chords g e n e r a t e d i n S e c t i o n C (see 
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The s e c t i o n begins w i t h t h e f u l l v e r s i o n o f t h e Mode I ' f i x e d 
a r r a y ' c h o r d : t h e e q u i v a l e n t chords f o r Modes I I & T, d e v i s e d 
much e a r l i e r i n t h e w o r k i n g , a r e a t l a s t b r o u g h t t o bear. Each 
s t r a t u m has f i v e f i x e d c h o r d s , a r r a n g e d and numbered t o g i v e a 
p a t t e r n o f descent, as shown i n Ex.6a above. 
The p r o c e d u r e f o r S e c t i o n C2 began by b e i n g e x c e e d i n g l y s i m p l e , 
i n v o l v i n g a k i n d o f a r p e g g i o m o t i o n between t h e t h r e e s t r a t a , 
b e g i n n i n g w i t h t h e c e n t r a l (T) t i e r and u s u a l l y p a s s i n g t h r o u g h 
i t when g o i n g between t h e uppermost and l o w e s t - hence t h e 
c e n t r a l s t r a t u m ' s r e l a t i v e dominance. 







Ex.6c shows how i t was r h y t h m i c a l l y d i s l o c a t e d , t h e chords 
coming w i t h v a r y i n g degrees o f d e l a y ; Ex.6d shows t h e e v e n t u a l 
o r d e r o f chords i n t h i s system. 
S6 





- J 4 r r 
+1/ 1±£: 
+2^ 4J-
T3 X 2 
S e c t i o n D c o n t i n u e s t h e p a t t e r n o f C2, b u t balances two s t r a t a , 
t h e l o w e r o f which i s p r e d o m i n a n t l y i n Mode T, t h e upper m o s t l y 
i n Mode I - a few Mode I I chords a r e t o s s e d between them. Each o f 
t h e s t r a t a works o u t i t s own p a t t e r n , e q u i v a l e n t t o t h e 
' a r p e g g i a t i o n ' o f Ex.6b: t h e two occur s i m u l t a n e o u s l y , hence D i s 
more i n v o l v e d t h a n C2. 
Return 
I n terms o f t h e i n t e n d e d symmetry, t h e work has a l r e a d y begun i t s 
homeward j o u r n e y a t S e c t i o n D. A t D2, t h i s becomes app a r e n t i n 
t h e m a t e r i a l , and t h e whole o f t h e remainder o f t h e work i s 
c l e a r l y analogous t o t h e outward j o u r n e y . 
The S e c t i o n D2 - E a c c o r d i n g l y corresponds t o S e c t i o n A, b u t 
descent from a h e i g h t i s r e p l a c e d by ascent f r o m t h e de p t h s . 
Mode I i s r e p l a c e d by Mode T, and t h e Snake r e - e n t e r s i n i t s 
p r e v i o u s l y unused m i d d l e reaches. R h y t h m i c a l l y , t h e r e s p e c t i v e 
e n t r i e s o f S e c t i o n A are rep r o d u c e d , b u t t h e r e i s l e s s f i x i t y o f 
p i t c h p r o f i l e , t h e t r o p e s b e i n g s e l e c t e d f r o m between t h e p i t c h e s 
o f v a r i o u s l y spaced c h o f d a l backgrounds which were used p u r e l y 
t o g e n e r a t e harmony, and a r e n o t i n themselves heard. (These 
unheard f r a m i n g i n t e r v a l s a r e drawn from t h e Mode T f i x e d - a r r a y 
chord.) T h i s a l l o w s a s w i f t e r a s c e n t t h a n an e x a c t ' m i r r o r ' o f A 
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Chords, ove r h a n g i n g i n t h e t r e b l e from S e c t i o n D, d i e o u t by E as 
one system r e p l a c e s a n o t h e r . 
The composite s e c t i o n D2 "+ E i s s i m i l a r i n l e n g t h t o S e c t i o n A 
which i t balances i n terms o f i t s f u n c t i o n . 
S e c t i o n E2 + F corresponds t o S e c t i o n B, t h e main d i f f e r e n c e 
a p a r t f r o m mode and p i t c h c o n t e n t b e i n g t h a t c h o r d a l a r r a y s i n 
t h e manner o f t h e c e n t r a l episode (C2 + D) a r e p i t c h e d l i k e 
b o u l d e r s i n t o t h e s u r r o u n d i n g t e x t u r e . The t r o p e s f o r t h e main 
t e x t u r e c o n t i n u e t h e T p a t t e r n s from D2 + E. 
The f i n a l S e c t i o n , G, corresponds t o C, and uses t h e same 
s t r u c t u r e o f t r o p e s and t h e i r complements w i t h v a r y i n g degrees o f 
a d d i t i o n , b u t w i t h a new s e t o f t r o p e s and o f Snake p a t t e r n s . 
The Mode i s e s s e n t i a l l y I I , b a l a n c i n g a t l a s t t h e p r e v i o u s 
S9 
p e r i o d s o f dominance by I and by T. The t r o p e s are d e r i v e d , t h i s 
t i m e , d i r e c t l y from t h e framework o f t h e Mode I I f i x e d a r r a y 
c h o r d , t h a t i s , i n c l u d i n g segments o f i t , w i t h e x t r a p i t c h e s i n 
between. 
U-r-n ^^^^ G-
1 = ^ = ^ 
1 n u r , , . 
P a r t l y because o f t h e i n c r e a s e d s t a b i l i t y t h i s g i v e s , t h e 
g a t h e r i n g i n t e n s i t y o f S e c t i o n C i s r e p l a c e d by an annulment o f 
harmonic impetus and t h e p a t t e r n s become a d e l i c a t e t r a c e r y as 
t h e work subsides i n t o s i l e n c e . 
60 
PROMONTOIRES 
f o r ' c e l l o and piano 
(October 1991 - February 1992) 
The v i s i o n which i n f o r m e d Promontoires was o f an a l t e r n a t i o n o f 
r e l a t e d i d e a s , g r o w i n g i n s c a l e as t h e y proceeded, w i t h s i d e l o n g 
v i s t a s r e v e a l i n g f o r m e r j o u r n e y i n g s . I t i s as i f one were 
e x p l o r i n g a s e r i e s o f r o c k y p r o m o n t o r i e s and bays, each l a r g e r 
t h a n t h e l a s t , bay v i s i b l e f r o m bay and promontory from 
p romontory, w h i l e beyond a l l t h i s , t h e sea shades o f f i n t o 
i n f i n i t y . 
C o m p o s i t i o n a l l y , t h e r e was a d e s i r e f o r a new harmony and f o r a 
c l e a r , e x t e r n a l and p r e - d e t e r m i n e d c o n t r o l o f t i m e and pace. 
The harmony d e r i v e s f r o m a s i x - n o t e , s y m m e t r i c a l mode which 
a l t e r n a t e s semitone and minor t h i r d . There are f o u r such modes, 
and p a i r s o f these can be combined i n t o a n i n e - n o t e v o c a b u l a r y . 
As t o t h e f o r m , t h e Golden S e c t i o n became i m p o r t a n t p a r t i c u l a r l y 
w i t h r e g a r d t o t h e i n c r e a s i n g o f s c a l e mentioned above. I t was 
used on two l e v e l s ; t o p r e - d e t e r m i n e t h e l e n g t h s o f s e c t i o n s i n 
e a s i l y d i v i s i b l e Golden S e c t i o n d u r a t i o n s ; and a t a more l o c a l 
l e v e l , t o ge n e r a t e a r h y t h m i c c o u n t e r p o i n t o f F i b o n a c c i s e r i e s 
which c r e a t e a network r e s e m b l i n g a p a r a b o l a , a l o n g which t h e 
immediate events o f t h e work a r e spaced. 
A view o f t h e e n t i r e work appears as Ex.1. T h i s shows t h e l a r g e -
s c a l e Golden S e c t i o n s t r u c t u r e and t h e be h a v i o u r o f t h e modes, 
b u t n o t t h e F i b o n a c c i p a r a b o l a s which a r e t o o d e t a i l e d i n 
r e l a t i o n t o t h e s c a l e o f t h e o t h e r components. Golden S e c t i o n 












E x p l o r i n g the s i x - n o t e mode: the F i b o n a c c i network 
The p i a n o i n t r o d u c t i o n i s e n t i r e l y c o n f i n e d t o S I . Even w i t h i n 
t h i s r e s t r i c t e d language, t h e number o f p o s s i b l e chords and 
p o s i t i o n s i s d a u n t i n g : enough were ge n e r a t e d t o p r o v i d e t h e 
m a t e r i a l f o r t h e f i r s t , busy s t r e t c h o f t h e c o u n t e r p o i n t o f 
F i b o n a c c i s e r i e s . T h i s i s shown i n Ex.2. The u n i t o f c o u n t i n g i s 
t h e semiquaver. Each l i n e i s a s e r i e s o f i n c r e a s i n g d u r a t i o n s -
2, 3, 5, 8, 13... semiquavers; a t each new a t t a c k a n o t h e r l i n e 
j o i n s t h e complex and s t a r t s i t s own s e r i e s . 
D e t a i l e d and l o c a l though i t i s a t f i r s t , t h e n a t u r e o f t h e 
s e r i e s ensures a r a p i d expansion o f d u r a t i o n a l v a l u e s , and t h u s 
t h e system demonstrates i n an extreme form t h e work's concern 
w i t h g r o w t h and ( u l t i m a t e l y ) i n f i n i t y . When t h e events o f t h e 
system grow so f a r a p a r t as t o occur o f f t h e h o r i z o n o f a page, 
'ghost' e n t r i e s are used t o m a i n t a i n some movement ( r e a l e n t r i e s , 
r e f l e c t e d across t h e a x i s o f symmetry o f a r e a l e v e n t , b u t 
s e a r c h i n g o t h e r w i s e u n c o l o n i s e d zones). Back a t t h e v e r y 
b e g i n n i n g o f t h e system, t h e r e are many e n t r i e s competing f o r 
space; as each l i n e o f t h e network has i t s own s e t o f c h o r d s , a 
s e l e c t i o n was made a c c o r d i n g t o which y i e l d e d t h e b e s t l i n e . 
(Ex.2 on next page.) 
A c c o r d i n g t o t h i s scheme, t h e ' c e l l o ' s e n t r y comes a f t e r 128 
semiquavers have passed, an a n t i c i p a t i o n o f t h e ' r e a l ' moment o f 
i m p o r t a n c e a t 144. The p i a n o i n t r o d u c t i o n has a l r e a d y made 
a l t e r a t i o n s t o t h e l i t e r a l system, namely i n t h e f a l s e s t a r t and 
r e - e n t r y a t f i g . l : t h i s i s because t h e s e r i e s tends t o g a t h e r 
momentum more q u i c k l y t h a n t h e unprepared ear can f o l l o w -
t h e r e a r e o f c o u r s e , emalogous d e l a y s and r e s t a t e m e n t s i n 
c l a s s i c a l p r o c e d u r e . The t i m i n g o f t h e r e s t a t e m e n t i n t r o d u c e s t h e 
l a r g e r - s c a l e Golden S e c t i o n d i v i s i o n s , as f i g . l o c c urs a t t h e 
63 
-4 
^ Ji n 
minor Golden S e c t i o n o f t h e i n t r o d u c t i o n d i v i d i n g i t i n t o 6+10=16 
bar s o f 4/8 t i m e . A t f i g . 2, t h e bars themselves b e g i n t o 
demonstrate Golden S e c t i o n p a t t e r n s , w i t h s e r i e s o f 2/4, 3/4, 5/4 
measures adding up t o e a s i l y d i v i s i b l e F i b o n a c c i numbers. The 
moment o f f i g . 2 ( t h e ' c e l l o ' s e n t r y ) proves t o be t h e minor 
Golden S e c t i o n o f t h e s e c t i o n up t o f i g . 3, b u t t h i s complex i s 
soon t o be i n t e r r u p t e d . 
' C e l l o e n t r y 
The ' c e l l o i n t r o d u c e s a new mode, S4. 
I t s opening G, t h e f i r s t n o te f o r e i g n t o S I , c o i n c i d e s w i t h t h e 
f i r s t major s i l e n c e i n t h e network: t h e f r o z e n c h a r a c t e r o f t h e 
music t a k e s advantage o f t h i s , t h e n e x t p a r a b o l a ( f i g . 2 + 3 b a r s ) 
b e i n g p a r t i a l l y eroded. The p i a n o admits S4 p i t c h c l a s s e s o n l y as 
a c c i a c c a t u r e o r o t h e r a p p a r e n t l y ornamental p u n c t u a t i o n . I t i s 
m a i n l y concerned w i t h a new i n t e r n a l l y t r a n s p o s e d ( S I . ) v e r s i o n 
of t h e i n t r o d u c t i o n melody, spaced o u t a l o n g t h e e v e r - i n c r e a s i n g 
p r o p o r t i o n s o f t h e network. 
F i g u r e 3 i s an anomaly i n t h e system: i t s l e n g t h and mode ( S I 
o n l y ) and m a t e r i a l balance t h e p i a n o i n t r o d u c t i o n , so t h a t i n 
s t r u c t u r a l terms i t i s an a r r e s t a t i o n o f t h e p a t t e r n o f e v e n t s . 
I n more immediate m u s i c a l terms i t i n c r e a s e s t e n s i o n by t h i s v e r y 
means, and i n i t i a t e s t h e broader movement - t h e f i r s t v i e w o f t h e 
open sea? - a t f i g 4. 
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Tempo change: the double parabola 
I n t r o d u c i n g modes S i and S4 as e q u a l i f n o t f u l l y i n t e g r a t e d 
p a r t n e r s , t h e new s e c t i o n f r o m f i g . 4 i n t r o d u c e s a b r o a d l y moving, 
r i s i n g m o t i f i n t h e ' c e l l o ; t h i s i s e x t r a p o l a t e d from t h e piano's 
m o t i f one bar a f t e r f i g . 2b. 
The tempo change from 72 t o J = 63, i n t e r r u p t s t h e l o n g e r s c a l e 
Golden S e c t i o n p a t t e r n i n g . For c o m p o s i t i o n a l purposes t h e 
F i b o n a c c i - b a s e d network c o n t i n u e d ( f r o m 328) as i f n e i t h e r f i g . 3 
nor t h e change o f tempo had happened. I t was c a l c u l a t e d t h a t t h e 
c o m b i n a t i o n o f 'missing' m a t e r i a l and changed tempo meant t h a t 
610 ( t h e n e x t F i b o n a c c i number a f t e r 377) was r o u g h l y c o r r e c t l y 
p l a c e d i n c o n s t a n t , c l o c k t i m e , and from t h i s p o i n t a double 
p a r a b o l a network was i n i t i a t e d , making a r e f e r e n c e t o t h e near-
d o u b l i n g o f tempo. B e f o r e t h i s p o i n t , f i g . 5 t o t h e end o f f i g . 5a 
( o r 492 - 600) ( t h i s i s S4 o n l y ) shows how bare t h e p a r a b o l a s 
have become: from f i g . 6 t h e double p a r a b o l a s p r o v i d e a new 
t e x t u r a l regime as t h e p i a n o , no l o n g e r r e s t r i c t e d t o t h e moment 
o f a t t a c k , moves i n bays (as t h e y were s t y l e d i n t h e w o r k i n g ) 
whose l e n g t h was o r i g i n a l l y d e t e r m i n e d by t h e d i s c r e p a n c y between 
t h e semiquaver and quaver p a r a b o l a s ' v e r s i o n s o f t h e same ev e n t . 
Whereas i n t h e s e c t i o n between f i g 4 and f i g 6 t h e ' c e l l o ' s s o l o 
i s p u n c t u a t e d by a b r u p t p i a n o chords - l i k e a b r e a k i n g a p a r t o f 
t h e i n i t i a l music - t h e a r r i v a l o f t h e double p a r a b o l a s a c h i e v e s 
a new constancy o f t e x t u r e . T h i s i s a l l i e d t o a new modal f u s i o n . 
By c o n c e n t r a t i n g p u r e l y on i n v e r s i o n a l l y s y m m e t r i c a l p l a c i n g s o f 
t h e S4 chords and combining these w i t h t h e i r n e a r e s t S2 
e q u i v a l e n t s , a s y m m e t r i c a l n i n e - n o t e a r r a y ( w i t h i n t e r n a l 
r e p e t i t i o n s ) c o u l d be formed, and i t i s t h e s e which t h e p i a n o 
e x p l o r e s , i n v a r i e d f i g u r a t i o n s . Ex.3 shows t h e f o r m o f t h e 
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While t h e double p a r a b o l a c o n t r o l s t h e d e t a i l e d p l a c i n g o f 
t e x t u r e , t h e outward f o r m i s governed by t h e l a r g e r and s i m p l e r 
Golden S e c t i o n system as Ex.1 showed. T h i s s e c t i o n ( F i g . 6 / 6 a ) i s 
t h e minor Golden S e c t i o n p o r t i o n o f t h e whole s e c t i o n f r o m f i g . 4 ; 
t h e Golden S e c t i o n o f t h i s minor Golden S e c t i o n , and t h e Golden 
S e c t i o n o f t h a t , a re d e c i s i v e p o i n t s i n t h e ' c e l l o ' s d i c t i o n ( t h e 
moment o f f i g 6a, and t h e moment 10 c r o t c h e t b e a t s a f t e r i t ) . 
These n e a r l y c o i n c i d e w i t h p o i n t s i n t h e p a r a b o l a : t h e piano's 
e n t r y j u s t b e f o r e f i g . 6a, and sudden r e s u m p t i o n , show t h e 
d i s c r e p a n c y . 
F i g u r e 7 begins t h e '34' t o balance t h e p r e v i o u s '55': t h i s 
c a r r i e s us t h r o u g h t o f i g . 9. A t f i g . 7 s e v e r a l f e a t u r e s may be 
remarked: a p l a t e a u i s reached a f t e r t h e ' c e l l o ' s ascent and t h e 
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piano's cascades; t h e melody c h i e f l y i n t h e ' c e l l o i s a t i m e -
expanded v e r s i o n o f t h e opening S i melody; t h e mode i s now S2+S3. 
From t h i s p l a t e a u , t h e ' c e l l o ' s descent marks t h e end o f t h e 
e f f e c t i v e e x p o s i t i o n o f t h e work. I t s n a d i r i s reached a t 
f i g . 9a, a l i t t l e d e l a y e d f r o m t h e end o f t h e '34' a t f i g . 9; t h e 
a f t e r m a t h o f t h e p i a n o cascade i s worked o u t a t 9b. 
C e n t r a l s e c t i o n 
There are s e v e r a l elements i n balance i n t h e c e n t r a l s e c t i o n . 
T h e m a t i c a l l y , i t begins w i t h an i n t e n s i f i e d , c o n t r a p u n t a l v e r s i o n 
o f t h e opening Lento melody, g i v i n g way once more ( a t f i g . 10) t o 
t h e r i s i n g melody from f i g . 4 ; t e x t u r a l l y , t h e a r r i v a l a t t h e 
n a d i r c a l l s f o r something more developmental ,and l e s s s t a b l e t h a n 
t h e p i a n o 'bays'. F o r m a l l y , i t was borne i n mind t h a t w h i l e t h e 
Golden S e c t i o n o f t h e A l l e g r e t t o tempo zone c o u n t i n g f r o m f i g . 4 
t o t h e end l a y a t f i g . 11 ( 1 4 8 0 ) , t h e Golden S e c t i o n i n terms o f 
t h e whole work ( i n c l u d i n g t h e L e n t o opening) l a y a t f i g . 1 0 
( 1 2 4 0 ) . A c c o r d i n g l y w h i l e f i g . 1 1 prepares t h e leadback t o t h e 
f i n a l r e s t a t e m e n t , f i g . 1 0 i s t h e f o c a l p o i n t f o r an i n t e r l u d e , a 
nexus o f r h y t h m i c c o u n t e r p o i n t . 
T h i s i s based on t h e rhythm and t e x t u r e o f t h e s e c t i o n f r o m f i g . 2 
t o f i g . 3 , whose own Golden S e c t i o n l i e s a t f i g . 2 b . T h i s i s used 
( i n t h e new tempo) i n i t s own t i m e v a l u e s , e n t e r i n g b e l a t e d l y ( a t 
1116 or f i g . 9 a + 2 b a r s ) ; and i n Golden Section-expanded v a l u e s 
from 1040 ( f i g . 9 ) , t h e arrangement b e i n g such t h a t t h e r e s p e c t i v e 
Golden S e c t i o n p o i n t s o f t h e two v e r s i o n s c o i n c i d e a t t h e Golden 
S e c t i o n o f t h e whole work ( f i g . 10) - t h e y a r e l i k e a n e s t o f 
c o n c e n t r i c c i r c l e s . A f t e r f i g . 1 0 t h e y a r e j o i n e d by a t h i r d 
v e r s i o n , t w i c e Golden Section-expanded, t a k i n g up t h e rhythm from 
f i g . 2 a . T h i s c a r r i e s t h e movement n e a r l y t o f i g . 11 a f t e r t h e 
o t h e r v e r s i o n s have reached t h e i r r e s p e c t i v e ends. Ex.5 shows t h e 
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scheme, w h i l e t h e j o i n t o p e r a t i o n o f t h e r h y t h m i c modes, 
employing s i m i l a r m e l o d i c s t r a n d s , i s perhaps most e a s i l y 
observed i n t h e bass a f t e r f i g . 1 0 , where t h e r i s i n g theme i s 
p r o m i n e n t ( E x . 5 a ) . (Exx. 5 and 5a on next page.) 
Meanwhile, f r o m f i g . 1 0 , t h e S-modes have been s p l i t t o g e n e r a t e a 
h o s t o f t h r e e - n o t e t r o p e s , a l l b e i n g c o n s e c u t i v e p i t c h e s o f an S-
mode, which are used t o c r e a t e a v o c a b u l a r y o f accompanying 
p i t c h e s f o r what i s a h e t e r o p h o n i c , more t h a n a harmonic s e c t i o n . 
A t f i g . 1 0 , t h e ' c e l l o ' s ( i n - t i m e ) v e r s i o n o f t h e r i s i n g melody i s 
a s s o c i a t e d w i t h (0 1 4) c h o r d s . The piano's 'once-expanded' 
v e r s i o n has (0 3 4) chords; t h e double-expanded v e r s i o n has a 
w i d e r v a r i e t y , s u i t e d t o i t s w i d e r t i m e - s p r e a d . 
The two ( o r t h r e e ) h e t e r o p h o n i c l i n e s j o s t l e t h e d i f f e r i n g 
v e r s i o n s between them. Thus t h e combined v o c a b u l a r y touches on 
a l l t h e S-modes, b u t SI and S2 have a more pr o m i n e n t r o l e because 
o f t h e p r e c i s e s e l e c t i o n s . A melody r e l a t e d t o t h e i n t r o d u c t i o n 
melody, b u t a l s o f e a t u r i n g t h e t h r e e - n o t e s e l e c t i o n s , makes i t s 
way t h r o u g h t h e t e x t u r e : t h i s i s t h e melody u l t i m a t e l y exposed a t 
f i g . 1 1 i n t h e ' c e l l o . T h i s melody g a i n s i n i n f l u e n c e f r o m around 
f i g . 1 0 a , and i s a s s o c i a t e d w i t h t h e m i n g l i n g o f t h r e e - n o t e t r o p e s 
i n t o new p o s s i b i l i t i e s , as w e l l as w i t h t h e r e t u r n o f t h e 
o r i g i n a l harmonies. 
Return 
A t f i g . 1 1 t h e r e i s a r e p e a t o f f i g . 5 : t h e ' c e l l o ' s music from 
f i g . 5 i s r e p e a t e d l i t e r a l l y i n t h e p i a n o , w h i l e t h e ' c e l l o has 




Fig.12 d u l y corresponds t o f i g . 6. The r o l e s o f melody and 'bay' 
t e x t u r e a r e b r i e f l y exchanged, t h e ' c e l l o a d o p t i n g a more 
l e i s u r e l y pace i n t h a t , as compared w i t h t h e p i a n o a t f i g . 6 , i t s 
'bays' a r e doubled i n l e n g t h . The mode i s S2+S4. (The F i b o n a c c i 
p a r a b o l a reappears as '1598' i m m e d i a t e l y a f t e r f i g . 1 2 , 
c o r r e s p o n d i n g n i c e l y t o '611' a t f i g . 6 . ) 
Apotheosis 
Fig.13 r e p r e s e n t s t h e a p o t h e o s i s o f t h e r i s i n g melody, which 
undergoes a process s i m i l a r t o t h e h e t e r o p h o n i c expansion o f t h e 
Lento s e c t i o n as e x p e r i e n c e d a t f i g . 1 0 : t h e m a s s i v e l y t i m e -
expanded melody i n t h e ' c e l l o c a r r i e s t h r o u g h t o f i g . 1 4 , w h i l e 
t h e p i a n o combines bays i n o r i g i n a l t i m e w i t h time-expanded 
v e r s i o n s - which show t h r o u g h t h e gaps. The mode i s S1+S4. 
I n c r e a s i n g l y , t h e t i m e - e x p a n s i o n o f t h e r i s i n g melody i s matched 
by expansion o f i n t e r v a l s ( E x . 6 ) . The p i a n o bays no l o n g e r 
descend, b u t r i s e t o match t h e i n s i s t e n t s o a r i n g o f t h e ' c e l l o . 
(Ex. 6 on next page.) 
Fig.14 i s e f f e c t i v e l y an i n t e r r u p t i v e t r a n s p o s i t i o n , an inganno 
(S2+S3) which has t h e e f f e c t o f r e i n f o r c i n g Mode S1+S4. T h i s 
resumes a t f i g . 1 5 a , where t h e f o r c e f u l n e s s o f t h e p r e v i o u s pages 
i s suddenly spent; t h e summit o f t h e melody i s accomplished i n 
t h i s atmosphere o f calm. 






















f o r piano 
( A p r i l - June 1993) 
I n Strandlooping, c e r t a i n o f t h e Golden S e c t i o n concerns o f t h e 
p r e v i o u s work r e s u r f a c e , b u t a r e m o d i f i e d w i t h r e g a r d t o t h e 
d e s i r e f o r a more c l a s s i c a l symmetry. T h i s i s r e f l e c t e d i n t h e 
o v e r a l l p l a n o f t h e work ( E x . 1 ) , and t h e p l a c i n g o f major e v e n t s , 
w h i l e i t s harmony abandons t h e r u l e o f one t r a n s p o s a b l e and 
c o m b i n a t o r i a l mode, t o f o l l o w a s e r i e s o f c h o r d a l a r r a y s , whose 
p i t c h c l a s s c o n t e n t i s based on i n v e r s i o n a l p l a c i n g ; t h e unheard 
i n v e r s i o n a l a x i s r u l e s t h e p r o g r e s s i o n o f harmony. ( E x . 2 ) . The 
f i x i t y o f t h i s scheme a l l o w s t r a n s p o s i t i o n o f whole p e r i o d s , i . e . 
i n a c l a s s i c a l sense, and t h e sense o f t r a d i t i o n a l e x p o s i t i o n and 
r e c a p i t u l a t i o n (combined w i t h a more l i t e r a l symmetry o f b o t h 
f o r m and harmony) , was a t one w i t h t h e aim o f seekin g a sense o f 
u l t i m a t e calm and e q u i l i b r i u m . 
r 4 Ji^^^^'^/I 81 11 
(o) (0 -a)-
-
1 I 3 5 6 6a 10 Hi 
The parabola system o f F i b o n a c c i s e r i e s was r e v i v e d from 
Promontoires t o ge n e r a t e t h e e x p o s i t i o n a l m a t e r i a l as i t appears 
i n t h e score from f i g . 2 , b u t t h e i d e a o f a f a l s e s t a r t was t a k e n 
much f u r t h e r , f o r i n s t e a d o f t h e p r e v i o u s work's s i n g l e r e -
opening s t a t e m e n t , t h e music s t o p s and s t a r t s r e p e a t e d l y , g e t t i n g 
a l i t t l e f u r t h e r a t each a t t e m p t , t h e s t r u c t u r e c r e a t i n g almost a 
F i b o n a c c i s e r i e s o f abandoned s t a r t s . To r e l i e v e t h e c o n g e s t i o n 
o f t h e e a r l y stages o f t h e framework, every t h i r d e n t r y on t h e 
network g r i d was s i m p l y a n n u l l e d . Even w i t h t h e s e p r e c a u t i o n s o f 
r e i t e r a t i o n and s e l e c t i o n , t h e f e e l i n g o f f i g . l i s i n t e n s e ; t h e 
p r e c e d i n g m a t e r i a l was r e q u i r e d t o e s t a b l i s h t h e harmonic frame 
o f r e f e r e n c e ( t h e t o n a l i t y , i n f a c t ) , some o f t h e t e x t u r e , and 
t h e t i m e - s c a l e o f t h e work. 
Fig.3 focuses upon a l a t e r p o r t i o n o f t h e p a r a b o l a , and a m p l i f i e s 
i t s i m i l a r l y . T h i s calmer s e c t i o n i s e f f e c t i v e l y t h e c l a s s i c a l 
•second group', and i s even i n , o r on, t h e dominant t o n a l i t y . 
rs 
A maestoso r e - s t a t e m e n t o f t h e main e x p o s i t i o n a l c l a u s e , a t 
f i g . 5 , pushes t h e t o n a l i t y t o t h e dominant o f t h e dominant (as 
e n h a r m o n i c a l l y n o t a t e d ) . From h e r e , t h e development b e g i n s a new 
c h a i n o f f i f t h - r e l a t e d t o n a l c e n t r e s which i n t e r l o c k s w i t h t h e 
r e c a p i t u l a t i o n : t h e q u a s i - s y m m e t r i c c h a i n o f t o n a l c e n t r e s 
i n v o l v e d i n t h e work i s t h a t s t a t e d i n t h e v e r y l a s t b a r . 
The development ( f i g s . 6 and 6a) i s c e n t r a l l y p l a c e d t o span t h e 
d i s t a n c e f r o m minor Golden S e c t i o n t o t h e main Golden S e c t i o n o f 
t h e e n t i r e l e n g t h o f t h e p i e c e . I t t a k e s up t h e f i g u r a t i o n f r o m 
f i g . l , combining i t w i t h b l a t a n t use o f t h e p a r a b o l a - d e r i v e d 
rhythms. 
Fig.7 b e g i n s t h e r e c a p i t u l a t i o n , t h e second group coming f i r s t : 
t h e music o f f i g . 3 i s t r a n s p o s e d down a t o n e i n t o t h e sub-
dominant, b u t i s Golden Section-time-expanded. The opening music 
i s n o t r e c a p i t u l a t e d i n i t s o r i g i n a l f o r m , b u t i s r e f e r r e d t o i n 
a t e l e s c o p e d f o r m , w i t h i n f i g . 9 ; t h i s , and t h e f a c t t h a t t h e main 
e x p o s i t i o n a l p e r i o d i s o n l y r e s t a t e d once, a l l o w s room f o r Golden 
S e c t i o n - e x p a n s i o n w i t h i n t h e s y m m e t r i c a l framework ( E x . 1 ) . As t o 
t o n a l movements, l i t e r a l t r a n s p o s i t i o n would have l e d t o a t o n i c 
r e s t a t e m e n t a t f i g . 10, b u t a t t h e l a s t m i nute t h e c o n n e c t i o n i s 
r u d e l y screwed up t o t h e f l a t t e n e d s u p e r t o n i c , m a i n t a i n i n g t h e 
t e n s i o n f r o m which t h e music can s p r i n g back t o t h e ' e q u i l i b r i u m ' 
o f t h e opening t o n a l i t y f o r t h e coda which i s based on t h e 
f i g u r a t i o n o f f i g . l . combined w i t h t h e opening m e l o d i e s , and w i t h 
t h e i n s i s t e n t p a r a b o l i c bays o f t h e development, now becalmed i n 
t h e home t o n a l i t y . 
? 6 
Scenes from an Opera based on 
• I L i v e Under a Black Sun' 
by E d i t h S i t w e l l 
(August - September 1993) 
T h i s work i s i n t h e n a t u r e o f an e s q u i s s e f o r a p o s s i b l e chamber 
opera, i t s sequence o f events o c c u r r i n g towards t h e end o f t h e 
p r o j e c t e d whole. The n o v e l f r o m which t h e t e x t i s drawn was 
l o o s e l y based on t h e l i f e o f Jonathan S w i f t , b u t t h e pages used 
her e , d e s c r i b i n g Jonathan's dream, emanated from a d i f f e r e n t 
s o u r c e , a t a l e by John Aubrey which seems t o have haunted E d i t h 
S i t w e l l , f o r she based upon i t two poems w r i t t e n many years 
a p a r t , as w e l l as t h i s c h a p t e r i n t h e n o v e l , where i t forms a 
t e n d e r i n t e r l u d e b e f o r e t h e f i n a l maelstrom o f S w i f t i a n madness. 
The t e x t as used here combines t h e S i t w e l l poems w i t h t h e 
s c a r c e l y l e s s p o e t i c v e r s i o n f r o m t h e n o v e l . The i n t i m a c y o f t h e 
c e n t r a l scene and t h e immediacy o f t h e opening n a r r a t i v e b o t h 
c a l l e d f o r a p a r t i c u l a r q u a l i t y i n t h e s e t t i n g - u n d e r s t a t e m e n t 
perhaps, combined w i t h a- d i s c r e e t i n t e n s i t y : i t i s , a f t e r a l l , 
b o t h a dream and a ghost s t o r y . 
A c c o r d i n g l y , v o c a l l i n e , i n s t r u m e n t a t i o n and harmonic v e n t u r e s 
are a l l subdued. The t o n a l b a s i s i s c l e a r , w i t h modal s e l e c t i o n s 
o p e r a t i n g w i t h i n i t b u t a l s o a f f o r d i n g a measure o f t o n a l 
a m b i g u i t y and f l e x i b i l i t y . The melody has t o balance t h e p o e t i c 
and t h e n a r r a t i v e elements i n t h e t e x t : i t e l a b o r a t e s upon t h e 
l i n e a r l y - e x p r e s s e d modal s e l e c t i o n s f o r m i n g a c h a i n r u n n i n g 
t h r o u g h much o f t h e l e n g t h o f t h e work, hence t h e melody i s more 
c l o s e l y e x p r e s s i v e o f t h e modal s t r u c t u r e t h a n i n any work s i n c e 
The l i n e s l i k e t r e e s p r o l i f e r a t e - The i n s t r u m e n t a t i o n was chosen 
on t h e b a s i s o f range, and o f a v o i d i n g g l a r e o r b r i l l i a n c e . 
w h i l e n o t c o m p l e t e l y abandoning e x p r e s s i v e n e s s i n t h e upper 
r e a l m s : t h e a l t o v o c a l range o f t h e Chorus belongs t o a s i m i l a r l y 
subdued p a l e t t e and Jonathan's n o t e s , though h i g h i n terms o f a 
t e n o r ' s range, l i e i n a s i m i l a r t e s s i t u r a . The ghost o f Anna i s a 
h i g h soprano, seemingly more r e l a t e d t o t h e s t r i n g harmonics: 
these sounds were p e r c e i v e d as h a v i n g a c o l d and u n e a r t h l y 
q u a l i t y s e t a p a r t from t h e warm, i f d a r k , w o r l d o f t h e l i v i n g . 
The n o v e l has no speaking p a r t f o r Jonathan a t t h i s p o i n t : h i s 
v o i c e seems, however, t o break t h r o u g h t h e v o i c e o f t h e 
n a r r a t i v e , o r c h o r u s , and t h i s i s p u t i n t o p r a c t i c e i n t h e 
s e t t i n g . 
Once a g a i n . Golden S e c t i o n p r o p o r t i o n s were used t o d e t e r m i n e t h e 
p r i n c i p l e e v ents o f t h e work and t h e i r r e s p e c t i v e l e n g t h s . Anna's 
e n t r y o c c u r s a t t h e Golden S e c t i o n ( f i g . 1 1 ) ; Jonathan's e n t r y a t 
f i g . 8 i s t h e minor Golden S e c t i o n , and h i s r e - e n t r y a t f i g . 13 i s 
t h e r e f l e c t i o n o f t h i s about t h e c e n t r e ( o r minor Golden S e c t i o n 
o f t h e p o r t i o n a f t e r t h e main Golden S e c t i o n ) . 
The modal system which runs t h r o u g h t h e work i s c h a r a c t e r i s e d a t 
l e a s t as much by l i n e a r o r m e l o d i c o r d e r as by p i t c h c o n t e n t . 
Even so, i t i s f i r s t heard i n a non-melodic o r d e r as i t r i s e s 
f rom t h e bass, c u t t i n g across fragments o f a g h o s t l y pavane i n 
th e upper r e g i s t e r . The p i t c h c o n t e n t i s ( 0 2 3 6 8 9 ) , a t h r e e -
n ote segment and i t s t r i t o n a l t r a n s p o s i t i o n : t h e complementary, 
or i n v e r t e d f o r m , i s (0 1 3 6 7 9) ( = (4 5 7 10 11 1 ) , e t c . ) . 
The t y p i c a l m e l o d i c o u t l i n e i s g i v e n i n Ex.1. 
IS 
(0 I ?) 
From t h i s , t h e Chorus' melody t o o k shape. The r u l i n g p r i n c i p l e 
was t h e r a t e a t which t h e new p i t c h c l a s s e s e n t e r (two new ones 
f o r each new s i x - n o t e group) as w e l l as s e q u e n t i a l c o n t o u r . 
A t f i g . 2 t o f i g . 4 , t h e melody i n i t s c i r c u l a r r o u t e m a i n t a i n s a 
b a s i s o f A - t o n a l i t y ; l a t e r v e r s i o n s c a p i t a l i s e more upon t h e 
f l u i d i t y o f t h e c h a i n - i n r hythm as w e l l as i n t o n a l sense. A 
'vocal map' i n t h e w o r k i n g shows t h e p r o g r e s s o f t h e melody 
across s e c t i o n s : i t appears as Ex.2. The i n s t r u m e n t a l i n t e r l u d e s , 
or r i t o r n e l l i , combine t h i s m a t e r i a l w i t h t h e 'pavane' f r o m t h e 
o p ening. (Ex.2 on next page.) 
As t h e Chorus d e s c r i b e s Anna's j o u r n e y , a t o r t u o u s melody winds 
i t s e l f around t h e main one ( f i g . 7 ) . T h i s almost forms a v o c a l 
c o u n t e r p o i n t , b u t i t i s a t one w i t h t h e i n a b i l i t y o f t h e 
c h a r a c t e r s t o reach each o t h e r t h a t music a s s o c i a t e d w i t h Anna 
does n o t e n t e r t h e c h a i n o f m e l o d i e s ; she has her own 
i n c o m p a t i b l e system. Her a c t u a l appearance forms an i n t e r l u d e 
u n r e l a t e d e i t h e r i n t e x t u r e o r m a t e r i a l t o t h e Chorus' n a r r a t i v e , 
o r Jonathan's monologue; b e f o r e i t , Jonathan breaks i n t o t h e 
Chorus' n a r r a t i v e ( f i g . 8 ) t o d e s c r i b e Anna's a p p a r i t i o n and i t s 
e f f e c t on him: h i s anguished music proves t o be a d i s j o i n t e d 
v e r s i o n o f t h e main m e l o d i c c h a i n . 
V 
80 
Ex.3 g i v e s t h e b a s i s o f Anna's own music ( f i g . 1 1 ) . Her melody i s 
r e l a t e d t o t h e main one, b u t t h e major t h i r d r e p l a c e s t h e 
i n t e r n a l i n t e r v a l t o g i v e (0 3 4 6 9 1 0 ) , and t h e o r d e r i s 
d i f f e r e n t , more c o n f i n e d i n i t s i n t e r v a l l i c s p a c i n g y e t g i v e n t o 
wide o c t a v e - d i s p l a c e d l e a p s . T h i s melody c o n s t a n t l y produces 
dissonances w i t h t h e harmony pre-empted i n r e t r o g r a d e a t f i g . 1 0 . 
The harmony s h i f t s t o r e s o l v e them; a c c o r d i n g l y i t moves 
s i n u o u s l y , s e m i t o n a l l y , every move r e f l e c t e d i n t h e m i r r o r 
w r i t i n g o f a h i g h e r c h o r d , i n c l u d i n g harmonics. 
Jonathan's e n t r y a t f i g . 1 3 b e g i n s t h e ' j o u r n e y back', as Anna 
r e t u r n s t o t h e company o f t h e dead and he i s l e f t t o h i s own. 
T h i s s e c t i o n i s p u r e l y an i n v e r s i o n o f h i s account ( f i g . 8 ) o f 
her p l e a d i n g , based arouad F: b o t h passages have t h e q u a l i t y o f 
an anguished accompanied r e c i t a t i v e , a n g u l a r and b r o k e n , s t u c k 
upon an uneasy harmony, b u t unable e i t h e r t o s e t t l e on i t or t o 
f i n d a b e t t e r p o s i t i o n . T h i s i s , i n f a c t , Jonathan's p o s i t i o n 
t h r o u g h much o f t h e book. But t h i s scene ends i n c o m p a r a t i v e calm 
and r e s i g n a t i o n , w i t h Jonathan q u i e t l y s i n g i n g a v e r s i o n o f t h e 
main melody, combined w i t h t h e c h r o m a t i c melody f r o m f i g . 7 , over 
t h e pavane m a t e r i a l , as i f some o f Anna's calm has e n t e r e d him. 
I t c o u l d be s a i d t h a t t h e end o f t h i s c h a p t e r a l s o has a 
s t r a n g e l y calm q u a l i t y , a l u l l b e f o r e t h e f i n a l s t o r m . E d i t h 
S i t w e l l ' s poem 'One Day i n S p r i n g ' moves d i r e c t l y f r o m t h i s v e r y 
moment t o speak o f t h e u n f a i l i n g r e j u v e n a t i o n o f s p r i n g and l o v e 
even i f i t i s n o t t o be so f o r t h e c h a r a c t e r s i n t h i s s t o r y . 
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Mappemonde 
Nonchalant c l o u d s below me 
dangle shadows 
i n t o t h e curved r i v e r a t Saskatoon. 
A t l a s o f f r o n t i e r s l o n g - r e d r a w n , 
g a z e t e e r o f o b s o l e t e c i t i e s -
a j e t - v a p o r g a r l a n d 
s t r e t c h e s and s t r e t c h e s t o l i n k 
your i n c a n t a t i o n s , 
and b r e a k s . 
S t i l l a u d i b l e , s t i f f l y r e v o l v i n g , 
t h e g l o b e o f t h e w o r l d 
creaks o u t e n t i c e m e n t s . 
Decades p i l e up l i k e thunderheads. 
0 Geography! 
On your t h i c k syrups 
1 f l o a t and f l o a t , 
I g l i d e t h r o u g h your brew 
of b i t t e r h e rbs. 
Mumbulla Mountain, 
low and round, 
hums i n green and hums 
i n t u n e , down i n t h e Dreamtime. 
World, you grow v a s t e r . Our 
t i m e cannot 
encompass you. 
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E c l a t du c i e l 
Jamais e n t r e l e s branches l e c i e l 
n'a b r i l l e d'un t e l e c l a t , comme s ' i l 
t e n d a i t v e r s moi t o u t e sa l u m i e r e , 
comme s ' i l e s s a y a i t de me p a r l e r , 
de me d i r e q u o i , q u e l p r e s s a n t mystere 
sur c e t t e bouche t r a n s p a r e n t e ? 
N i f e u i l l e n i rumeur! C'est dans I ' h i v e r , 
dans l a vacance f r o i d e e t l e s i l e n c e 
que I ' a i r a i n s i soudain se creuse 
e t r e s p l e n d i t . Ce s o i r , a i l l e u r s , 
un ami e s t e n t r e dans sa mort , 
u l pa rm i 1 
n i e r e f o i s 
a t s s ' ef f r 
•rsqu' i l a 
l e c i e l soudain s'est r e v e t u 
de l a meme v e r t i g i n e u s e c l a r t e . 
B r i l l i a n t Sky 
Never between t h e branches has t h e sky 
burned w i t h such b r i l l i a n c e , as i f 
i t were o f f e r i n g a l l o f i t s l i g h t t o me, 
as i f i t were t r y i n g t o speak t o me, 
t o say - what? what u r g e n t mystery 
s t r a i n s a t t h a t t r a n s p a r e n t mouth? 
No l e a f , no r u s t l e . . . I t ' s i n w i n t e r , 
i n c o l d emptiness and s i l e n c e , t h a t t h e a i r 
suddenly arches i t s e l f l i k e t h i s i n t o i n f i n i t y , 
and g l i t t e r s . 
T h i s e v e n i n g , f a r from here, 
a f r i e n d i s e n t e r i n g h i s * d e a t h , 
he knows i t , he walks 
under bare t r e e s a l o n e , 
perhaps f o r t h e l a s t t i m e . So much l o v e , 
so much s t r u g g l e , spent and worn t h i n . 
But when he l o o k s up, suddenly t h e sky 
i s a r r a y e d i n t h i s same v e r t i g i n o u s c l a r i t y . 
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Of Being 
I know t h i s happiness 
i s p r o v i s i o n a l ; 
t h e looming presences-
g r e a t s u f f e r i n g , g r e a t f e a r -
w i t h d r a w o n l y 
i n t o p e r i p h e r a l v i s i o n : 
b u t i n e l u c t a b l e t h i s shimmering 
of wind i n t h e b l u e l e a v e s : 
t h i s f l o o d o f s t i l l n e s s 
w i d e n i n g t h e l a k e o f sky: 
t h i s need t o dance, 
t h i s need t o k n e e l : 
t h i s m y s tery: 
iDZiPAMOPUS SCORE-SYSTEM® 
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(poem of t h e . . . ) 
WORD 
from which no d i c t i o n a r i e s spawned; c o n t a i n i n g them. 
The l i n e s l i k e t r e e s p r o l i f e r a t e . Meanings l i k e f l o w e r s , 
tempt on t h e t h o r n y t w i g s and we search f o r them 
deep i n t o t h e t h i c k e t , s t r e w i n g them as we p i c k , 
i n t o a P e r s i a n c a r p e t k n o t t e d w i t h l i e s . How we i n v e n t 
u n i c o r n s p a l e r t h a n t h e v i r g i n s who seduce them, 
c a s t r a t i n g them w i t h t h e i r t e r r i b l e innocence, 
t u r n i n g t h e i r suns t o i c e i n dark sheaves of l u s t . 
A n gels, t o o , who swarm, t h r o a t i e r t h a n bees, 
c e l e b r a n t s o f a Holy S o l s t i c e ; what s t r a n g e wings 
our c u r i o u s minds embroider i n our search. 
Some are m o t h l i k e , w i t h l i b i d i n o u s h a i r . 
E r o t i c as summer, s c a l y as dragons (what i n v e n t i o n l ) 
l i k e f e a t h e r s or c h a r r e d paper. But s o f t . S o f t as. Tongues. 
We press i n t o them, kneading w i t h r e d f i n g e r s , make l i p s , mouths, 
From u r g e n t t h i g h s , squeaking l i k e b l i n d mice, 
our c h i l d r e n , w i n g l e s s , c r a w l up t o our m i l k y b r e a s t s 
t o f e e d on n o i s e . Noises l i k e meanings tempt 
from t h e t w i g g y t h o r n s and we sn a t c h a t them, 
t u r n i n g t h e green leaves c r i m s o n . The rough f i r e b u r n s , 
s c o r c h i n g t h e v i r g i n s ' l o i n s . D e v i l s a l s o , s h r i l l b a t s , 
peep from those sulphurous w e l l s t o j e e r a t us. 
These w o r l d s e x i s t because we name them. 
What i s t h e poem o f t h e half-remembered? 
What i s t h e name o f what i s b e f o r e t h e word? 
What i s t h e poem o f t h e h a l f - f o r g o t t e n ? 
What i s t h e word f o r what i s beyond n o t h i n g ? 
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Chorus; Yet one n i g h t , when she had been t w e l v e months i n her grav e , 
he dreamed t h a t she had r e t u r n e d t o him, t h a t she, 
knowing t h e coldness o f t h e empty winds t h a t blew him, 
had c a s t a s i d e t h e dead e a r t h f o r h i s sake. 
C a t h e d r a l s and t h e i r creeds were b u i l t above her. 
T h e i r b e l l s and madness t o l l i n g "Dead" over her l o v e . 
But t i d e s o f seas and seasons c o u l d n o t drown her h e a r t . 
They c o u l d n o t keep her from him i n h i s s o l i t u d e . 
Jonathan: 
The way was v e r y l o n g , and she must come a l o n e . 
And l i g h t e d o n l y by her l o v e . But i n t h e w i n t e r n i g h t . 
As he l a y i n h i s narrow bed, he saw her 
s t a n d i n g by t h e door; and her s m i l e was sad and p l e a d i n g 
Not t o send her away, she i s dead, p r i d e 
can no l o n g e r be d i m i n i s h e d , nor r e p u t a t i o n harmed. 
Chorus: Humbly she c r e p t n e a r e r t o him, she gave him her k i s s , 
and, m i r a c l e o f l o v e , her l i p s were warm t o h i s . 
Voice of Anna; See, t h e i c e i s b r e a k i n g - Oh, t h e b e a u t i f u l green r i v e r s i 
How happy t h e y are ; t h e y can f l o w a t l a s t ! 
Jonathan: 
warm, 
But l i p s t h a t come from t h e grave s h o u l d be dust-dun, d e a t h - c o l d : 
I f e a r e d h e r , dared n o t to u c h and see i f s t i l l her h e a r t were 
A f r a i d - and she who had l a i d a s i d e Death's c o l d 
L e s t I s h o u l d f e e l i t - s m i l i n g s a d l y t u r n e d , 
and passed f r o m s i g h t , banished t o t h a t company 
whence she c o u l d never r e t u r n . 
She who l a i d by Death's c o l d l e s t I 
Should f e e l i t when she came t o l i e 
Upon my h e a r t - my dead l o v e gave 
L i p s warm w i t h l o v e though from her grave 
And I gave Death her l o v e - t h e o n l y l i g h t 
And f i r e she had t o warm her e t e r n a l n i g h t , 
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